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PREF4.CE 


Three reasons have made me write this book 

1 I am a student and ardent admirer of Sanskrit literature. 

2 In my own language and province I have been a dramatist 
of some reputation and have fifteen years experience of producing 
and acting plays and 

3 After Sanskrit Drama that readable and authoritative 
volume of the late Dr A. B Keith there has been no work dealing 
generally with the history of Sanskrit drama 

It would be presumptuous to disregard as trifling or insignificant 
the contribution which the Western and our critics have made to the 
study of the Sanskrit Drama But their pioneering enthusiasm should 
not obscure us to the fart that dramatic criticism in Sanskrit has. so 
far proceeded on such orthodox lines that the last seventy or eighty 
years appear to have added but little to our understanding of the 
greatness, of the classical tradition or the significance of individual 
plays either as works of art or as stages of development of the 
dramatic art. The fart that the Sanskrit plays possess a poetic 
splendour all their own «eems to have weighed so heavily on the 
minds of the cntics that m variably the more significant fact that 
they are plays first and poetry next has either been ignored or for 
gotten. W e would be pay ing but a poor compliment to our drama 
tists if we merely treated them as purveyors of the epic or traditional 
stones with some embellishments That they had something definite 
of then! own to convey through rearrangements or modifications of 
the age-old stones should therefore be assumed as a preliminary to 
an appreciation of the special contribution of each single dramatist, 
and the critic, if he is insightful enough will find m the end that 
his assumptions will be amply substantiated and proved The same 
has to be said about what little has been done m ev olving a consist 
ent account of the growth and development of Sanskrit Drama 
Depend ance on scanty internal evidence has led to unending con- 
troversy It has never even been suspected that a dose examination 
of the growth of dramatic technique may throw a good deal of light 
on the course of the development of the pre-dassical and classical 
drama In the main I have approached the subject from these 
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points of view and I am sure some of my conclusions will offend, 
the orthodox critic ^et I do not consider the present wort as a 
study either complete or satisfactory It is my intention to com- 
plete it by another volume dealing with the stage the production 
etc in ancient and mediaeval India and to bnng the story o' tre 
Indian Stage upto the modem times 

In writing the following chapters I have depended mostly on 
Sanskrit originals Dealing mainly with the history of the art of 
drama I have no*- troubled myself with the vexed question of the 
dates of the various dramatists Nevertheless the order in which 
I have dealt with the individual dramatist represents in my view 
the chronological order of tho«e dramatists 

I must add one word about the quotations from original Sans 
knt I have preferred the Roman scnpt 'but avoided giving Dev a 
nagan side by side for want of space) since that reaches both 
Indian and foreign readers 

Some chapters of this book were written as early as ten years 
ago Some of them appeared in journals to all of which I am 
thankful 

To my friends Prof V M Inamdar and Sjt H S Patil 
goes the entire credit of seeing the book from the preparation of the 
manuscript to the preparation of the index and through the press 
But for their enthusiasm the publication would not have been as 
desirable as it certainly claims to be 

I must thank all those readers friends and actor collaborator 
of mine who never suspected that I would learn in their company 
if not at their cost To my students m the college al o my thanks 
are due for what I have le-imt while teaching them Sanskrit poetry 
Sarsknt rhetorics and Sanskrit Drama 

My heartiest thanks are due to one of my friends and sym 
pathisers but for who^e timely and liberal help the book could 
never have been published 


Ja * nary 1947 } 
Dhanvat l 
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CHAPTER I 


GROWTH OF SANSKRIT LITERATURE 

The scope of the following pages is extremely hmited An 
attempt will be made to survey that part of Sanskrit Literature 
which pertains to Drama in the popular sense of that word The ^Cef 
survey would be many sided Sanskrit Drama in theory in practice 
in its relations to contemporary social conditions and its place in 
Literature in general and so on Thus a study of Sanskrit Literature 
itself though in outlines would be essential to start with That 
study forms the background for the present work Sanskrit Drama 
is one of the chief aspects of Sanskrit Literature 

To enable the readers to follow our thesis it will have to be 
explained at the outset as to what is meant b> Literature. For our 
purposes Literature means two things. (1) Literature is life — Life 
understood as a vital force always working through and in relation 
to its surroundings In this sense Literature is far wider m its scope 
as well as m its form. In trees and m flowers budding m spring 
or fading in autumn, in rivers flowing and in seas surging in the 
rustling of wind and m the singing of birds equally as m the be 
haviour of Man is embedded Life s Literature. Life expressed Life 
interpreted Life as'=erted and Life made living— all this is Literature 
To a man of routine life, however «=uch a literature is denied in its 
freshness (2) Thus arises the second meaning of Literature, viz 
the work of Poets A poet is one who has seen Life as expression 
accommo; 
a mirror 

convey ones vision to others that constitutes literature. 

Sanskrit Literature is no exception to these general observations 
From the early days when hymns were chanted by the Vedic seers 
to the nsing sun m the east to the shining fire on the altar to the 
thundering clouds above we find m literary compositions contem 
poraiy hfe and thoughts Some of the Vedjc hymns especially tho'e 
sung m honour of the Dawn or of Indra the wielder of the Thunder 
bolt, are fine specimens of fact and fancy The Vedic hymns are the 
earliest known (Sanskrit) Literature. Therein do observation sym 
pathy and surprise play the most important part. It would be a 


bon and assimilation and • 


this vision of his It is this mirror held this attempt to 
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reasonable supposition that after a tune surprise gave place to specu 
Jation and sympathy to study while observation grew keener and 
closer In the case of Sanskrit Literature at least this seems to be 
the fact For after the Yedic hymns came the Upaiu^ads and the 
Brahmanas — one an outflow in speculation and the other an attempt 
at specialisation Both however are still attempts to understand 
and interpret Life — life within and life without, the phenomena 
of living and growing human beings and the equally regular phe- 
nomena of seasonal life on the earth and of stellar life in the sky 
Whether it is philosophy or ritualism does not matter for our 
purpose It is sufficient (and it is true) to note that the Uparujads 
as well as the Brahmanas attempt to systematise the observations 
of Man and thus try to understand Man and his surroundings 

This process of systematisation culminated at a time known to 
scholars as the Sutra period The Sansknt word Sutra means 
an aphorism wherein a mass of details is compressed within 
a minimum of words Thus we find Sutras of Philosophy 
of Interpretation of Grammar of Prosody, of Dialectics 
and so on How 1 2 was it possible to codify such vast and 
varied knowledge in so few words’ There is only one intelligent 
attempt of understanding such a possibility that is by admitting 
the rise of technical words Technical words are always words 
given a special power to convey a logically connected *enes of ideas 
mental processes or material phenomena It. is quite likely that 
by the time of the Sutras there was a big list of such technical 
words The process of coming such words was there quite early 1 
Specialisation and technical words go hand in hand As lllustra 
tions of specialisation we have (1) Yaskas Ntrukta of the 7th 
century bc which is a work on Etymology and (2) the study 
of Mimansa which in °pite of its etymological sense, is a Science 
of Interpretation The recognition of the six Vedangas probably 
synchronised with the attempts at specialisation 3 So we might 
conclude, in spite of the unfortunate lack of sufficient data that 
what we now understand by scientific or technical study was current 
in India since soon after the Vedic hymns 

At this stage we come across the peculiar jet perpetual irony 


1 Cf The etymological attempts of the Brahmana texts 

2 Cf The ^ord Vedtnga means a branch of Vedic study as the pro* 

sod> the ntuali m the glossary etc. of the \edic hymns 
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of the human mind The human mind in its freshness is so interested 
in life and sets to study it then it is so interested m the study 
itself that it makes life un interesting Specialisation has neither 
place in nor favour with human life. Human life is ever fresh 
Specialisation is ever stale. It is for this reason that small connec- 
tion indeed is found between scientific study and life between 
technical literature and the tedium of life It should not be supposed 
that technical study is entirely irrelevant in life From our present 
point of view, however technical study has no place in literature 
The Sutra literature of the 6th century bc along with the earlier 
tendencies it represents has nothing to convey of the life of the 
average man and has also no interest for the average man 

Side by side with the Sutras is to be found another form of 
literature which m contrast to the technical could be termed popular 
The material available in this respect too is meagre nevertheless 
the little that is known is genuinely illustrative and hence sufficient 
for the present purpose. The earliest that could be called popular 
without any hesitation is the epic literature viz the two epics— 
the Mahabharata and the Ramayana These two works are essen 
tially narrative stones The authors themselves reveal their intention 
of setting the narrative to recitation Thus the Mbh — 
idam sata sahasram tu 
slokanam puny a karmanam 
upakhyanaih saha jneyam 
sravyam bharatam uttamam (1 1 77) 

Here are 100000 verses descnbing mentonous (ie, heroic) 
deeds together with the legends thereon, thi* work — the Bharata — 
is the best to be listened to 

That these works were mainly intended for the populace is 
evident from many obvious circumstances The benefits to the listen 
ers as enumerated are too tempting The contents too are tempt 
ing Besides the matenal relevant to the story could be found all 
that would appeal to the average mind and intellect The common 
place of life is not excluded The style is simple and direct— direct 
in the sen&e of being less literary or artificial and mom free or 
colloquial 

3 Cf vakya jati viaesas ca loka yatra kramaS ca yah (Herein 13 
to be found the interesting observation as well as the ways of the world) 
Mbh. 1 194 
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That the epics form a landmark in the growth of Sanskrit 
Literature is but obvious The amount of work done by scholars 
m this respect is eloquent enough The point relevant here is diff 
erent We are concerned no' with what the epics achieved but with 
what they encouraged With no amount of exaggeration it might 
be said that the Mahabharata first and the Ramayana next intro 
duced a new vogue into Sanskrit Literature What we now speak 
of as Literary Art in general could be said to have begun in India 
with the writing of the epics What is interesting now and must 
have been no less than a miracle in those days is turning literature 
into an art What with the Vedic sentiments growing dim what 
with the mystenes invested and ascribed thereto by the Brahmanas 
what with the esoteric speculations of the Upam^ads and what with 
the stifling style of the Sutras men must have welcomed applauded 
encouraged and been enraptured by literature like the epics which 
would flow in easy narration would ebb with emotions and charm 
with music 1 The epics are such describing the heroic deeds the 
thrilling adventures and the noble efforts of warnor princes What 
would be more pleasing and more comfortable to a people living 
in mystic horror of powerful surroundings than Man depicted as a 
successful hero against all evil and inconvenient forces ’ More pleas 
ing still as the manner in which it was done viz by means of 
pithy intelligible verges known as Slokas 

That literature could be so stimulating and refresmng and 
fascinating was a new expenence which was felt in all the first flush 
of enthusiasm The pos>t epic works that have been retamed for 
us through tradition are mostly works where li texture is an art 
wherein the purpose is more to enthral and to enrapture than to 
teach or to speculate We shall find along this tradition some masters 
of letters who have successfully emulated the authors of tne epics 
in blending Art with Life Pleasure with Intelligence Beauty vith 
Morality and Ecstasy with Divinity Thinkers have thought 
teachers have taught and poets have sung not in the school books 
of logic or rhyme but m artistic forms modelled on the epic The 
one notable feature of the preserved post epic literature vs life 
through enjoyment and appreciation of Beauty or Harmony or 
whatever one would like to call the convenient and comfortable ad 
justment of man to his surroundings 

It should not be supposed that all this is a phantom raised 
by our own enthusiasm Appreciation was quite early admitted as 
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a necessary faculty in study and culture. This statement could be 
■well illustrated by a reference to Bharata s Natya sastra It matters 
little indeed to us whether Bharata is really the author whether 
the Naty a sastra belongs to the post Christian or the pre Christian 
era He are concerned not with the thoughts of Bharata (or of 
the Natya sastra) but with the tendencies he (or it) represents. 
Bharata s treatment of this question presupposes that the subject 
has been under discussion a long time before secondly Bharata 
quotes the opinions of his predecessors For this reason we feel 
justified in accepting the validity of Bharata s remarks with reference 
to the post-epic literary phenomena Charm and appreciation says 
Bharata form the key note of a literary piece. Nothing exists or 
excels without rasa (na hi rasadfte ka§ ad arthah pravartate, p 71) 
That rasa includes among others the idea of charm and appreaation 
foremost is apparent from the analysis (N S chap VI) that fol 
lows the above statement 

( I ) In the first place, rasa is explained in general terms as 
follows — 

rasa lti hah padarthah ’ atra ucyate 
asvadyatvat Katham asvadyo rasah ’ atra ucyate 
Yatha hi nina vyanjana samskrtam annam bhunjana 
rasfin asvadayanti sumanasah puru$ah har§adins 
capi adhigacchanti tatha nanabhava abhinay a 
vyanjitan vag angasattvopetan sthayi bhavan 
asvadayanti sumanasah preksakah 
I shall tell you what rasa is and how it is enjoyed (i e experienced) 
In a meal consisting of various tastes and savours the diners are 
plea-ed with one feeling of pleasure arising from different causes 
Likewise the audience would feel rapture through experience con 
veyed by emotions and movements 

( II ) Secondly the details of rasa experience are analysed as 
follows — 

v A percept or a feeling depends on a stimulus The stimulus is 
known as the vibhava Response to a stimulus is two fold voluntary 
and involuntary the involuntary or the immediate is physical or 
perceptible and is known as the anubhava^ the voluntary or the 
mental is a reaction and is known as the vyabhicanbhava The 
involuntary or the anubhava has a physical cause (ie. is due to 
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a direct contact) and a mental effect as in the case of perspiring: 
through fear or of being thrilled by pleasant suddenness etc the 
voluntary or the vyabhicanbhava has a mental cause and physical 
effect as in the care of being tired or of feeling relaxed etc. A 
stimulus with this two fold response means a complete experience 
or appreciation. To fed the bodily thnll and to be exhilarated at 
heart is the complete experience of beautiful in Nature unless 
we do that we do not feel at home (to speak in prose fashion) 
or we do not lose ourselves (to speak the same poetically) m the 
beauty surrounding us This state of losing oneself is known to 
Bharata as the sthayi bbava (le a state of unperturbed peace) 
and he says that the vibhava the anubhava and the vyabhicanbhava 
merge into harmony or the sthayi bhava In other words when 
Bharata savs that rasa is the sine quo non of a literary work he 
only means that the work would serve as a stimulus by experiencing 
which the reader or the spectator is appreciatingly charmed into- 
a complete surrender This view of Bharata was taken up later 
on by the rhetorician Anandavardhana who maintains that a Kavya 
or literary piece could be appreciated only by a sahrdaya the word 
sahrdaya he explains as follows — 

yesam kavya abhydsa anuSilana vasad 
vjsadfbhute mano-mukure vamawy atanmaylbhavana 
yogyata te hrday asamvadabhajah sahjdayah 
A sahrdaya is thus one whose mind and tastes are refined and who 
is sympathetic to the extent of losing himself in (le identifying 
with) the things experienced 

We are anticipating however All this discussion only shows 
that a time was when literary works were solely judged with reference 
to charm and appreciation And such a time it is urged here began 
with the epics 

The epics were important from another point of view too They 
formed a charming recitation and recitation would be still more 
easy convenient and charming if it were undertaken by those who 
were either gifted or trained for it The popularity of the epics 
opened a great chance for such a class of reciters In the epics 
themselves we have evidence to 'how that the work of training reci- 
ters came into existence soon after n not simultaneously The chief 
narrator in the present version of the Mbh is Sauti the son or 
descendant of Suta The epic Ramayajia was sung by KuSlavaS 
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trained by the author — the sage Valrmki — himself Suta however 
seems to be the earliest of a trained das.-, of reciters. The Suta 
was probably a professional In the Mbh at the opening of the 
Astika Parvan Sauti says — 

ltihasara imam viprah puidnam pancak§ate 
Iqsna dvaipayana proktam naimisaranyavasi$u 
purvam pracoditah Sutah pita me Lomahai^anah 
tasmad aham upasratya pravaksyami yathatatham. 

This legend is supposed to be very old it was narrated by Vyasa 
to the residents of the Naimisa forest my father Lomaharsana was 
first trained to recite it, and I shall narrate it just as I have learnt 
it from my father (I xui 6 8) 

This SGta however should be distinguished from the Magadha 
a bard who was also a reciter 4 Though both were professional reci 
tern the Magadha was a kind of a Court bard who recited mainly 
if not only the genealogy and the greatness of the king under whom 
he served. The Suta was a pauraruka te one who knew the whole 
traditional lore and was also a wandering minstrel The style of 
the epic encouraged the growth and importance of the Suta class 
and that class in its turn perpetuated the popularity of the epics 
Lastly the epics fulfilled another function By their fervour 
and popularity they not only directed but also restricted positively 
the course of subsequent literature to one uniform channel Most 
of the extant later Sanskrit works are modelled on the epics It 
was only an accident that the bulk of the Mbh prevented it from 
being a source of emulation while the Ramayana written as it was 
round one hero and with no complications or digressions formed 
the chief model but if the Ramayana was the source of emulation 
the Mahabharata was as often the source of inspiration. In all this 
the later writers unfortunately miscalculated At the time they wrote 
the Sanskrit of the epics was further and further being removed 
from the con f emporary form it had assumed in the meanwhile A 
direct appeal to the reader was now out of question So we find 
in all these later works— known as the classical Sanskrit Literature 
— a lack of the natural ea'e and charm and flow of the epics 
secondly a deliberate attempt to make up for that loss by artificial 
means like extravagance and ostentation ^ y ~ , 


4 Cf in this connexion CHI \ol I p 130 131 257 &. 297 
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after it was introduced the difficulties involved for want of other 
materials were enough to dissuade even an enthusiast. So literature 
m those days must naturally have passed on orally Even this oral 
publication en tail ed much labour and more difficulties Common 
expen ence shows that poetry with its fixed length and its equal 
number of syllab’es and its rhyme is easier to be memorised than 
prose which is more fluid. For this reason the poetic le the 
metncal style must have found more favour in those days The 
only attempt to simplify the study of prose works was made in the 
Sutras but its very success scared the average reader away 

Here again the authors of the epics showed a shrewd foresight 
With the boldness of a genius they faced the realities and with 
the skill of an artist they gave them a form The epic story in 
itself would have appealed to the readers but by utilising the metncaT 
form for narration that appeal was made stronger and more lasting 
Even the metre used was the simplest viz the anustubh or the iloka 
with four feet of eight syllables* The task was made easy both 
for the reciter and his audience Thus in the Mbh the reciter 
Vaisampayana says — 

(l) tSravyanan uttam cedam Most pleasing to listen to 
(I lxn 18) 

(n) Sravy am Sruti sukham caiva To be recited and al-o 
listened to with pleasure, (ibid 52) 

(m) Vistiryaitat mahad jnanam mih samksipya cnbravit | i?tam 
hi vidusam Ioke samlasa vyasa-dharanam, This great 
lore has been narrated by the sage in brevity and at 
length what is more convenient to learners than to get 
knowledge in these two ways ? 

(iv) Alamkrtam subhaih sabdaih samayair divya manu$aih | 
chandovrttaisca vividhair anvitam vidu$am pnyam 
Words are charming situations both human and 
supe •‘human rhymes and metres vary so it (le the 
epic) will charm the learned 

A thrilling narration, a simple metre and musical variations What 
wonder then tha f the epics should form the ideal of all future writers T 
Of the two the Ramayana had the further advantage of being short 


3 For a fuller discus': 


, ide G E I Qiap I\ 
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and compact more, systematic and more poetic for this reason 
the Ramayajia was hailed as the adi kavya or the first literary poem 
As a result of such circumstances poetic style became the vehicle 
of popular literature In the early days of the epics it was only 
convenient to reate and easier to follow But as time wore 
down the language of the epics to variations and modifications the 
advantage of the style diminished and as writing came more and 
more into vogue the early advantage of a reatational style lost its 
force But in spite of such changes in the language within and in 
the soaety without the post-epic poets copied the metrical model 
of the epics Longer and more difficult metres were introduced 
Narration too lost its simplicity and naturalness and the poetic style 
that was once the magician s wand of a popular artist turned into 
the schoolmasters rod of a pedant The mu=ic that touched the 
finer chords of human hearts turned to a drone that sent to sleep 
some self centred petty pnnce or that pampered the pundits into 
drowsy applause. 

It would be bold indeed on our part to insist that the post epic 
Sanskrit Literature blindly following the models crashed headlong 
into decadence Literature after all is the production of the poet 
and the artist If literature is degraded it only means that it is in 
the hands of men pretenders to literary laurels The form of the 
•epics was retained more because of what it had achieved in its own 
•days than of what it was or would be achieving subsequently That 
form had outlived its fresh appeal and its faithful art The prose 
attempts of the earlier days culminated in the sutras developing a 
technology thus they lost contemporary popular sympathy and 
ceased to represent popular life. Likewise soon enough, the epic 
style too developed into a science with a technology 4 and thus 
restricted it too lost the general sympathy and ceased to represent 
contemporary social activities and ambitions Nothing could illus- 
trate this remark better than a casual observ ation of the monotonous 


4 By the 8th century vj> we come across works Supposedly on 
Rhetorics or literary criticism It is a pitiful sight of intelligent writers 
and thinkers wasting thensehes on the details of what a hero must be 
like in a Kavya, how the Kavya should begin and how it should end 
what things are to be described therein and in what sequence and ucn 
•superficial points ad nauseam Though these works do not appear till 
the 8th century the views therein were probably oeing fomed a long 
time before. 
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the m!e bound form of the Kavya .that' repeated itrelf through 
different ages and with different poets We might take any Kavya 
—say the Buddhacanta of Asvagho§a one of the earliest of the 
Classical period and compare it with any one of the latest— say the 
Janailharana of Kumaradasa of Ceylon we will find that essen 
tially there is no difference in the form and the treatment— an 
identical beginning the same arrangement of (oftentimes the same) 
ideas facts and fancies and figures of the same tone and touch 
and so on ' There is nothing like a development on the other 
hand there is a desperate attempt naturally doomed to failure, to 
preserve the epic model 

It lb relieving however to find that imitation is not the only 
contribution of the post epic period Every generation has its own 
ideas and its own ways of expression The ideas may be based on 
or borrowed from those of the previous generation, still they appear 
new either because the generation is new or because the mode of 
expression is different The Vedic «eers composed their hymns 
their descendants expressed same or similar ideas but m a different 
style (ie. a different point of view) in the epic days the same 
ideas were arranged in a peculiar form and expressed in a fresh 
style and similarly the post-epic period introduced beside the 
epic a literary style of their own where the old old materials were 
arranged in a new fashion It should be further noted that almost 
all the Great Sanskrit writers after the epic have subscribed to 
this new form testifying at once to the greatness of their own powers 
and the freshness of the latest style. That style is the form found 
in Sanskrit dramas 

Superficially speaking the form of Sanskrit dramas is not quite 
new or original Instead of the purely prose or the purely poetic 
style of earlier works these dramas were written partly m prose and 
partly in veree Secondlv the purpose of the epic viz to turn 
literature into ait — a path of roses to charm and appreciation of joy 
and Beauty — this purpose was earned into the dramas What is 
the artistic purpose or effect of a drama 7 Bharata in his Nalya 
Sastra gives a frank reply to this question 

duhkhartanam £ramartanam 4okartanam tapasvinam 
visrama jananam loke natyam etad bhavi$yati 
viroda jananam kale natyam etad bhavi^yati 
Drama shall be a comfort an amusement and a refreshment to all 
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those that are grieved miserable or weary (I 111 b 112 a 117 a) 
So does Kalidasa himself a great dramatist, answer this question. 

natyam bhtnna nicer janasya bahudha'pyekam samaradhanam 
* Drama, thought of vanous types is an entertainment common to 
people of different tastes (Mai I 4) 

Bhavabhuti another great playwnght of later days is still more 
explicit on this point 

bhQmna rasanam gahanah prayogah 
sauharda hjdyam vices titaru 
auddhatyam ayojita kamasutram 
citrah katha vaci vidagdhata ca 

Sentiments are depicted in all their subtlety the actions are charm 
mg and reasonable there is sense and dignity the plot io unusual 
and the dialogue skilful (Such plays alone are considered good 
MM. I 6) Thp protestations of Bhavabhuti are echoed by a later 
wnter on dramaturgy viz Dhananjaya the author of Dasarupaka 
Drama to him is no class room moral lesson 

ananda msyandisu riipakesu 
vyutpatti matram phalam alpabuddhih 
yopltihasadivad aha sadhuh 
tasmai namah svaduparSnmukhaya 
Dramatic representations are the pure expressions of Joy the in 
nocent fool who believes that Drama like the study of Itihasa and 
others unproses only the intellectual outlook has no sense of 
Beauty or Enjoyment (D R. I 6) Instances might be multiplied 
to show that enjoyment i e charm and appreciation formed the fore 
most feature of dramas The idea of charm and appreciation as 
explained abose was first put into practice by the authors of 
the epics 

Sanskrit dramas copied the epics in another respect The 
outstanding features of the epic style were narration and description 
The stones of the Mahabharata and the Ramay ana are more human 
in outlook and treatment compared with the mythology of the Vedic 
hymns or with the Uparusadic discussions This introduction of 
life like incidents and emotions was retained in the dramas in only as 
far as borrowing their plots from or modelling them upon those in 
the epics More will be said on this feature in another place. Here 
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it is me ntio ned as a sufficient reason to show how classical Sans 
knt dramas are indebted to the epics The indebtedness is so close 
that when after a time the Nat* a fQstra is written the author boasts 
therein of drama m the same tones in which the Mbh boasts of 
itself Bharata says — 

na taj jfunam na tacchilpam na sa vidya na sa kala 
na sa yogo na tat karma natyesmin yan na drSyate 
sarvaiastrani sdpam karmam vividhani ca 
veda vidyetihasanam akhyfinapankalpanam 
There is no knowledge no fine art no learning no skill no yoga 
and no activity that is not represented in Drama (Here are) all 
the Sastras all the fine arts and actions of diverse nature In 
Drama are narrated and represented all the Vedic and all the tradi 
tional or legendary lore (I 114 112b 116b) s Just as Vyasa 
wrote the Mbh and trained his disciples to recite it so did Bharata 
akhyapito viditvaham natyavedam pitamahfit 
putran adhySpayam yogyan prayogam easy a tattvatah 
I Ieamt this Veda of Dramaturgy from God Brahman and then I 
taught my sons (or disciples) both its theory and its prae 
tice (I 25) 

Thus we see that most of the original features of the epic style 
ore borrowed by the Drama literature. That the Drama should also 
borrow the tendency to claim a hoary tradition and a perfection in 
the same tones as the epic is eloquent enough But that is only half 
the truth the other half is more important more enlightening and 
also more refreshing— as it reveals some new features into literature 
for the first time Though they form the subject of a detailed study 
later just one or two of them would be considered here 

The most important and the original feature is the introduction 
of the Prakjts Those who have a historical knowledge of the 
linguistic development of Sanskrit might question the originality of 
this feature Most of the Prakjts were at one time — probably after 
the epics spoken dialects To write in a style nearer the spoken 
one was first attempted by the epics So why should not one say 


5 cf the fairous line in the Mbh 
yad lhasti tad anyatra yan nehasti na tat kvaat 
What is here is elsewhere what is not here cannot be found el ewhere 
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that even the introduction of the Pnikrts was just a tendency borrow 
ed from the epics’ Why not indeed ’ But the difficulty lies in 
taking the Prakjt passages of the available plays as genuine speci 
mens of actually spoken dialects Originality in this respect concerns 
more with the boldness of placing these dialects side by side with the 
sacred tongue. The two Sanskrit authorities on Dramaturgy have 
recognised the importance of this innovation Thus Bharata — 
natya yoge tu kartavyam kavyam bhasasamasrayam 
In a play staged the composition should be ba=ed on the 
local dialects (XVIII 43) 

The Da^arupaka too is equally insistent (11-63) 
desa bhana knyfi vesa laksanah syuh pravjttayah 
lokad eiadhigamyaitah yathaucityam prayojayet 
In all the productions dress actions and speech should be 
taken directly from the Society and should be properly observed 
It would not be unreasonable therefore to believe that the in 
troduction of the Prakrts was an innovation of the post-epic period 
Another important feature of the Drama literature — a feature 
which is new and original — is the humanising tendency Though 
the epics had made literature a source of pleasure and interes* to 
the average readers their success was, due more to the style than 
to the treatment The story itself was still fantastic the characters 
therein were super human heroes semi divine beings or demons of 
evil and darkness This element of super naturalism of the 
heroic age was retained by the later Kavya works and to appreciable 
extent even by the Drama literature. But side by side developed 
a tendency of turning literature from a mere luxury to a light on 
life. The ordinary beings with the fun and pain the ideas and 
ldiosyncracies the humours and habits of routine life were utilised 
by the dramatic artists Literature was here democratised — so 
to say No evidence would be more convincing than the mention 
of the fact that prakarana — such was the name of one of the earliest 
forms in Dramatic literature. Let Bharata himself explain what a 
prakarana is (N S XX) — 

yatra kaviratma buddhya vastu sanram ca natakam caiva 
autpattikam prakurute prakaranam etad budhair jneyam (49) 
vipra vamk sacivanam purohitamatya sarthavahanam 
cantam yad anekavidham tad jneyam prakaranam nama (52) 
s i — 2 
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nodattan5yakakrtam na divyacaritam na rajasambhogam 
bah} a jana samprayuktam vijneyam prakaranam tajnaih (53) 
saciva £re§th brahmana purohitanutya sarthavahanflm 
grharartS yatra bhavet (55) 

Let the wi'-e people know that a prakarana is an original produc- 
tion of a poet dealing with the varied life story of Brahmins trades- 
men ambassadors purohits ministers merchants etc No lungs no 
superhuman incidents no heroes of an exilted type to be found 
here. Let the wise know that a prakarana deals with the routine 
i(domestic aspects of an ordinary (bahyajana) human being 
DaSarupaka more or less repeats these ideas (D R III 39) and 
Visvanatha, too, in his Sahitya Darpana summarises the same views 
(S D VI 234) All this is sufficient to show that prakarana was 
a piece built up by the author’s imagination but based on or related 
to the incidents in the life of an average man no extraordinary 
situations no super human deeds no exalted powers Some Sansknt 
prakaranas like Sudrakas Mrcchakalika or Bhavabhutis Malati- 
Mddhava may not be all we desire when a play is. ba«ed on actual - 
social life What is important is the tendency to bring literature 
nearer and nearer to everyday life 

We are now in a position to summarise the main tendencies of 
literary development m San-knt In the Vedic days hymns were 
sung to honour of baffling super human elements The feeling behind 
and the fervour in these hymns were shared by that primitive society 
as a whole The rich fancy of the hymns fascinated many a genera- 
tion following with the result that that fancy was studied at one 
time and emulated at another But that feeling and that fervour 
were now neither fresh nor popular so the study in the Brahmajias 
and the emulation of the Upanr?ads assumed aristocratic airs and 
like any aristocracy were out of touch with popular life. The 
Aryans as a people were still pushing far and wide over India their 
life was still adventurous That adventurous life was repre«ented in 
fhe eprcs a gforccras life set to enchanting music The result was 
so successful that the epics served as literary models for a long 
time to come extending even to the times when the very life of the 
epic days loomed past and fantastic. The last stage of our survey 
covers a field where the epic style was not merely modelled upon but 
modified to an advantage That is the field of Dramatic literature. 
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So far the survey reads like one story But so many objections 
can be legitimate^ directed against it Can the literary development 
be traced along the lines suggested above 5 Can it be shown that 
the Drama literature comes after the epics and not at all before 5 
Were there no dramas before the epics 5 Questions like these will 
have to be answered throughout the present work The question 
that would face us first is that of the origin of Sanjmt Drama An 
answer to that question would meet many of the above and similar 
objections So to that question of the origin of Sanskrit Drama 
we shall now turn 



CHAPTER III 


ORIGIN OF SANSKRIT DRAMA 
(Traditional) 

To the Hindu mind everything except God and the world 
<samsara) has a beginning Moreover the beginning of anything is 
supposed to be known as certain only when it is traced to God Him 
self So we find the NatyaSastra — the scientific treatise on Drama 
and Dramaturgy traced traditionally to Brahma the All Creator 
We may be annoyed at such an irresponsible attitude of facetiously 
tracing all things to God -we may be annoyed but we cannot com 
plain In one respect, these ancient Indian scholars (called r?i s 
then) have an advantage over the modem Sars' nt scholars In 
explaining any phenomenon by tracing it to God the old sages enun 
ciated a theory or an outlook which has been at least silently acquies 
ced in while the modem scholars in tracing any and every feature 
of Sanskrit Literature to and from the Vedic period are only 
raising a dust storm of doubt and indecision The traditional 
account as will be presently shown has a style of its own to under 
stand which one has to interpret. 

To Bharata Drama has two beginnings one in the divine and 
the other in the mortal world Moreover as the treatise deals with 
drama on the stage the origin of Drama means to him the first 
performance of the first drama The history of this performance, 

described in the opening chapters of the Natya£astra hence 
deserves a full summary 

In the old old dajs when the inhabitants of Jambudvipa 
lived a life not quite a reputable one (gramyadharma pravrtte 1 ) 
when towns flourished along with their quarrels and their jealousies 
(kamalobha vasam gate) and when luck and lust were rife Indra 
and other Gods went in deputation to God Brahma The good ways 
of ttve. vrartd v.ere discredited To improve the wofld and its 
ways they wanted simpler and pleasanter methods The number of 
Sudras low caste people had increased A Sudra had no rightful 
access to the sacred lore or the Vedas So the Vedas were now 


1 N S I 9 
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not at all helpful Why should not Brahma create a fifth Veda that 
would be accessible to all irrespective of their caste distinctions 7 
(Sarva varirukam) Brahma consented He made an easy and 
skilful job of it With the existing four Vedas as his materials he 
created the Natya — wherein the text was taken from the Rgveda, the 
music from the Samaveda the action from the Yajurveda and the 
rasa from the Atharvan* It was a silent revolution and was ac 
ceptable to both the old and the new worlds This piece called 
ltihasa Indra was asked to produce Indra however pleaded his 
inability Sire the Gods are not able to understand execute and 
express this lore the Gods are not at all suited for Drama 4 There 
upon the sage Bharata was entrusted with that task Bharata soon 
showed that he deserved this divine compliment Bharata was a 
man with a shrewd insight and a practical sense He had the fur 
ther advantage of being the father of hundred sons 2 3 4 5 6 7 8 whom he 
could coach up with all paternal ngour But soon he found out 
that he had to include some ladies as certain parts were impossible 
to be played by men • The wive sage did not flinch On his request 
Brahma supplied Apsaras damsels Then the heavenly musicians 
like Narada and others were assembled The play to be produced 
was The Defeat of the Demons Naturally the demons took 
strong objection to it and were wroth that Brahma should license 
such a performance likely to disturb the peace of the citizens The 
' open fields (dhvajamaha)® of Indra made it easy for the oppo- 
nents to attack and prevent the production In the interests of safety 
it was found that a play hou«e well protected by walls on all sides 
was essential 0 Later on the demons were pacified by Brahma who 
explained to them the nature as well as the purpose and functions 
of Drama Here ar< the eloquent wo'ds m which Brahma pleaded 
the greatness of Drama 

Why are you so displeased my demon friends’ I have 
created this Natyav eda so that there would be a better mutual under- 


2 V S 1 17 

3 Ibtd 117 

4 Ibid 122 

5 Ibid 1 2441 

6 Ibid 146 

7 Ibid I 48-50 

8 Ibtd I 55 


9 Ibid I 79 80 



22 DRAMA IN SANSKRIT LITERATURE 

■standing (kaimabhavfinvayapekso) between you and the Gods It 
is not a piece of propaganda of an> one section The three worlds 
shall be described here. There is religion for those who are religious 
minded love for those that are amorous minded, knowledge for the 
ignorant, criticism of the learned a delight to the Gods and a 
solace to the afflicted In short, every one will find in Drama just 
what he needs and what is good for him. It preaches yet delights 
it recreates jet it is reasonable it teaches and jet is broad minded 
Where else could >ou find reason with recreation knowledge with 
attraction and morality with beauty 7 ' 10 The demons must have 
been men with hearts They were not only pacified but 
entirelj satisfied 

Chapter II of the N S can be passed over in this connection as 
it merely describes the erection and the details of the natyavedma 
— or the play house 11 In the new play house Bharata went through 
all the preliminary ceremonies (III) By this time the sage had 
grown wiser by experience and did not revive ‘the Defeat of the 
Demons With his band of actors he waited on BrahmS to receive- 
orders as to which play was to be staged It was decided to play 
the ' samavakfira performance named The Nectar Churning 
(amrta manthana) 12 Brahma was so pleased that he volunteered 
to introduce the company to God Siva, and in the presence of the 
latter a dima performance by name the Burning of the Three 
Forts (tnpura daha), was given. God Siva too commended the 
actors whom he found promising and to make the performance 
better he undertook the task of personally supervising and introduc- 
ing dance and music into the show 12 

Thus does Bharata describe at length and in rapture the first 
dramatic production under his management This account has mysti 
fied many scholars and many more were justified under the circum 
stances to dismiss the whole narration as of no historical value. One 
is rather surprised to find that these scholars should insist that history 
ought to have been written in those earlier days m the same stjle 
as in the modem dajs With a little more patience and a more 
accurate anafjsre :t well be seen that Bharata is not as fantastic as 

10 Ibid I 102 118 

11 For a fuller interpretation of these Chapters see Chapter XX of 
this work 

12 N S IV 14 

13 Ibid IV 10-15 
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lie appears to be Let us only remember that the two first perform- 
ances are known as samavakara and <hma 

The samaiaPtna is defined 14 as follows — 

devasurabija krtam prakhyatodatU nayakam caiva 

A representation wherem the hero is well known and highly placed 
where the story develops on the fight between the Gods and 
the demons 

What is important from our point of view is the fact that 
the story represents a fght How was this fight represented on 
the stage’ The answer to this question is given by Bharata himself 
in another connexion 15 Brahma the sponsor of Drama was watch 
ing a fight between God Ki?na and two demons Madhu and 
haitabha This fight was fought out by Kr$na successfully but 
strange to say the success owed itself to Brahma s direction,. The 
-various postures, and methods into which the fight developed appealed 
to Brahma from an artistic point of view He was so pleaded with 
the whole show that he immediately set to introduce those postures 
and methods i"to his pet fancy viz the naty a or drama Ultimately 
he did «o in the form of the four vrttis or styles. What are these 
vittis ’ Are they the different methods of representation or are they 
merely methods under different circumstances ’ An analysis of the 
description of there four vrttis might help us to answer this question 

(1) First is the Bharati vrtti taken from the Rgveda 1 * It is 
defined as — 

5 a vak pradhana purusa pray ojy a 
stri varpta sanskrta vakya yukta 
svanamadheyair bharataih pra yukta 
sa bharati nama bhavet tu vrttih 17 

It consists of mere speeches or recitation and is only played 
by men There are to be no ladies at all The language here is 
Sanskrit ard the actors reprerent it under their own names Here 
there is no representation, so to say There are no made up 
rofes as the (supposed) actors are to speak and act under their own 


14 Ibtd XX. 66 

15 Ibid XXII 122 

16 Ibid XXII 24 

17 Ibid XXII 25 
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names It is merely recitational since it is taken from the Rg Vedic 

hymrs \nd there was no place for ladies at all 

(11) Next comes the Satvati vjtti 
vagangabhinayavati sattvotthana \acana prakarane$u 
sattvadhikarayukta vijneyS satvati vjttih 13 

Whenever there is an emotional context it is accompanied by 
speech and acting if in addition there is an abundance of sattva 
it is the Satvati vjtti What Sattva is is explained by Bharata in 
another place ? 9 It is defined a» 

avjakta rupam sattvam hi jneyam bhavarasaarayam 
yathasthana rasopetam romaiicasradibhir gunaih 

It is something subtle and clever on which depends the proper 
representation of sentiments and feelings i e where there is acting 
as we know it This vjtti is apparently taken from the Yajurveda 
Here there is recitation as well as acting As the author speaks of 
rasa it is probable that the actors were expected to reveal the 
supposed effects of the actions b> tears etc. 

(in) The third vrtti is the Kaisiki 

ja Slaksna nepathya v iseja citra 
stri samyuta >a bahu nrtta gita 
kamopabhoga pmibhavopacara 
tam karakim vjttim udaharanti 0 

There are females in the representation, plenty of music and dance 
representation of love-affairs and lastly there is beautiful dressing 
up (Slaksna nepathyavise§a citrS) Three points in this definition 
deserve to be noticed (a) presence of actress (b) dance and music 
and (c) impersonation The first two are closely related to each 
other nay it appears each is essential for the other For in the 
very first chapter Bharata says — 

kaisiki slasna nepathya £mgara rasa sambhava 
asakya purusaih sadhu prayohtum stnjanSd rte 1 


18 Ibid XXII 39 

19 Ibid XXIV 3 

20 Ibid XXII 47 

21 Ibid XXII 57 
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The Kab-iVa deahng with Lo\e and requiring beautiful dressing is 
impossible to be staged by men without women 1-46 

(iv ) The last vitti is the Arabhati 

prastava pata pluta langhitam 
canyam mayakrtam indrajalam 
citrani yuktam ca yatra mtyam 
tarn tadrSm aiabhatam vadanti 

Where there axe \anous kinds of music flight dance magic etc 
represented regularly It should be noted that herein we find «ome 
permanent <vtting (yatra tutyam) i e. some sort of stage equipment 
which would help an honest representation of the v anous actions 

Without going into further details the four vjttis might be 
summarised as under — 

( 1 ) Bhrirati or purely recitatiooal 
(u) Satvati or recitation and acting 
(ui) Kai'iki or impersonation with music and dance and 
(l\) Arabhap or a tiue-to-life representation on an equipped 
stage. 

If we remember that during kj-snas fight with the demons BrahraS 
observed the four vjttis in the sam< order as mentioned so far and 
introduced them likewise in the na(ya would we not be justified in 
believing that the four vrttis are not merely four varieties of repre 
sentation but a progressive chain in four stages’ Does not the 
onemng account of Bharata as described abov e bear out this belief ’ 
The first performance w as a Samavalwra named The Nectar-chum 
irg It mu=t have been a pure recitation a description with pro- 
bably no device to represert the action 

Dima 

The second performance was a dura which has been defined 
as one where the c tory and the hero are well known. 

mayendra jala bahulo bahu punr=otth3na bhedasamyuktah 
devu ura rvk a-a bhuta yak a naga- ca punisah svuh 


Z_ Ibid W °1 
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Where there is a great number of male characters and a good deal 
of make believe etc The make believe is probably' the vagan 
gabhnaya le the bodily movements of the Satvati vrtti Without 
repeating, one thing has to be naturally insisted upon here. The 
information of the Natyaiastra may not contain facts but there is 
no harm (why, there is more reason) in believing that the work 
at the worst attempts to preserve a tradition In doing this it 
describes the different trends in the development of Drama as a 
representation Its vocabulary and its technique of description are 
peculiar to the age The treatise might be one fairly late But 
would that fact alone be a sufficient argument to show that even 
the tendencies and the tradition preserved therein belong to the 
latest age 7 

There is another reason m not disbelieving the above account 
so hastily A critical arrangement and a reasonable interpretation 
of the facts would reveal some interesting points To those we shall 
now turn To render the discussion more intelligible we shall first 
mention the three points that emerge from the traditional account 

(I) The credit for the first production of a dramatic representa 
tion belongs to one Bharata 

(II) A consistent attempt has been made throughout to establish 
a connexion between the natya and the four Vedas and 

(III) with reference to the Bharati vrtti a probable evolution 
from dumb show to a dramatic representation has been hinted at 

We shall now consider these points one by one 



CHAPTER IV 
WHO IS BHARATA 7 

Bharata tradition tells us is the originator of Drama He is 
*he Prometheus of the Drama world Like so many other men of 
genius of the primitive days Bharata is placed behind a mist like 
halo The difficulty is not so much in finding out when and where 
Bharata lived as m acknowledging that he was a real living person 
Bharata is a name well known to the Hindu tradition In the Vedic 
days Bharata was a name of one of the Vedic tribes Secondly 
' Bharata was supposed to be the name of a long (son of Sakuntala 
and Dusyanta) who became the fust Emperor (Sarvabhauma) 
Thirdly Bharata is the name of a sage the traditional author 
of the Natyasfistra (not to be confuted with the originator of Dra 
matic Representation) And lastly in the N S itself the word 
bharata is used in the sense of an actor 

Under these circumstances it is not easy to determine who the 
Bharata mentioned in connection with the Na(yasastra is The first 
two meanings viz that of a tnbe and that of the name of a 
king have been entirely ruled out by scholars as regards the 
others scholars have not been able to determine ( 1 ) whether Bharata 
was a mystical sage postulated by the actors themselves who were 
called bharata and/or (u) whether Bharata was a real person m 
honour of whose initiative enterprise the actors were called 
bharata s 1 

That the insistence of scholars is not so well placed will be 
noticed on a closer examination of the facts Why should the word 
bharata mean a sage or an actor when rather «ense would suit 
the context > That neither of the meanings suits the context is plain 
enough. That a mythical sage should wnte the Natya-sastra does 
not appeal to a reasonable mind that actor or actors should wnte 
it does not answer the common sense point of view Besides the other 
meanings of that word do not seem to have been carefully considered 

1 cf The treatise which goes by hi a (Bharata s) name is very 
prolix and may be an amplification of the Bharata sutras which are lost. 
It is to these sutras or stage directions for the use of bharatas or actors 
that Bharata owes his imaginary existence Ind Theatre p 30 
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Bharata as mentioned above is the name of a Vedic tribe. In. 
the N S itself the bharatas are referred to collectively as the sons 
of Bharata The literary tradition of the Vedic Aryans is the first 
reason for such a belief Vie know how the authorship of the 
various Vedic hymns and mandates had been ascribed to a family 
a clan and so on but least to one individual 2 3 The mandala VII 
of the R V for example claims the authorship of the Vasisthas 
ie of persons whose family name was Vasistha Similarly could 
not the Bharata of the Natyasastra be a family and not an individual ? 
As a matter of fact, in N S I are mentioned the hundred sons of 
Bharata and they are mentioned again m N S XXXVI 

On this supposition much of the traditional account could be 
reasonably explained At the beginning it was the Bharata family 
that was responsible for first introducing the art of dramatic repre 
sentation As belonging to the Vedic Aryans it was a family of 
talents and tradition A time came however vhen the Bharata 
family lost its prestige and powers and privileges Nowhere is it 
so difficult to continue the family traditions as in arts of instinct. 
Owing to the questionable attitudes and behaviour of Bharata s sons 
the very art was threatened with destruction 4 Luckily for Bharata 
a king by name Nahu§a came into power over the divine kingdom 
This Nahusa patronised Bharata and his sons and Drama has been 
firmly established ever since. 

The above narration is highly instructive In the first place, 
it gives us an idea about a family known as Bharata This family 
must have been highly cultured intelligent and respectable 5 The 
fact that other vedic sages cursed the misbehaving sons of Bharata 
suggests that that was a vedic family 6 How sincerely pained must 
have been these other vedic families when they found a family of 
their own blood and trad tions resorting to vulgar ways like dancing 
and singing — not in honour of the Gods but to please a vulgar crowd’ 
It is curious that a votary of Dramatic Ait should be held in 
contempt and derision in all climes and at all times Is it a uni 
versal conspiracy of dull minds against daring of slov enly self decep 

2 N S I 26-36 XXXVI 29 

3 C H 9 Vol I p 77 

4 For further details in this connexion see and compare the account 
in the next chapter 

5 Cf N S I 22 

6 Cf Ibid XXX\ 1 33 35 and the next Chapter of this work. 
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tion 2 gainst rearching self knowledge of instinctive anim al spirits 
-against inspired art 7 If we mention that as late as the XVI 
century and in a country where Shakespeare was still living actors 
were classed as vagabonds it is only to illustrate a universal ten 
dency In India, too from the very early times there is evidence to 
show a similar s*ate of affairs In one of the earliest treatises on 
sociology and politics viz the Artfca^tra ascribed to Kautflya 
s ngrng and dancing are mentiored among the duties of a Sudra- T 
Similarly according to the sage Macu a man conversing with another 
mans wife commits an offence and is liable to a fine but there is 
an exception, \ny one can talk with an actor’s wife and ro offence 
is committed ’ Actors and their wives are so immoral that the 
question of their meal sentiments being offended does rot arise at all 

naiva carana-daresu vidhir natmopajlvnu 
«ajjayanti hi te xsanr mgudhob carayanti te 8 
This law does not refer to the wives of actors or to there that 
maintain themselves by selling their body They are procurers and 
work in secrecy 9 

The higher in art, the lower in Life — has been the thumb-and 
rule dictum of Society and the Vedic sages had every human reason 
to be enraged with Bbarata and his sons The consequence could 
be easily anticipated The Bharatas should either recant or should 
forfeit them Vedic prestige and privileges Luckily for their art the 
Bharatas were unrepentant They chose to leave the neighbourhood 
of their Vedic brethren. They suffered no' for this love of their art 
for soon enough the royal patronage of Nahusa was expended to them. 
Who is this Nahusa’ We do not know for certain. What we do 
know is that from the Vedic days he is a sore to the eyes of the 
Aryans He is the fiend whom India the beloved hero of the Vedic 
tnbes attacks. 

sa nptarao nahuso armat-sujatah 
poro ahhinat 5rhan dasyu hatye. 


7 Sudrasya dvijati-Stsriisa varta tarn kisUava fauna a. Praia- 
ram I Chap in 

8 U S 1727 36Z 

9 “CSrana" mentiored in thi3 verse— has the higfses* status m 
the dramatic world as a anger and a dancer m hi caxya vrea kmcm 
natye hyangam p r av axtate — without da nce , says Bbarata the dramatic 
art cannot exist. \ S XI 6 
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Strong glorious manliest, for us he shattered the forts of Nahu$a, 
when he slew the Dasyus 10 

This Nahusa may be an individual or for all we know that 
word may be the name or nickname of a non Aryan tribe. That the 
sage Agastya had a feud with Nahusa shows that the locality of the 
latter was somewhere about the Vindhya range of mountains' 1 The 
Bharata tnbe from the Vedic days wandered now in power now in 
obscurity front the Punjab to the Kuruksetra where their eastward 
migration was obstructed by the Kurus and then from Kuruk$etra 
probably south west (through the modem Rajputana) to Vindhya 11 
where it earned, the favour of the non Aryan Nahusa 

To return to the word bharata. From the foregoing it seems 
reasonable to believe that the Bharata mentioned in connexion with 
the Natyasastra is the name of a Vedic tribe. But there are passages 
m the Natyasastra where the word bharata is used not merely 
in the sense of a family name or in the sense of the family members 
(which naturally came to mean actors ) but m a still wider signi- 
ficance. Now says Bharata 11 I shall mention the list of bharatas 
The scene setter the dusaka (Vidusaka 5 ) the musician, the dancer 
the stage manager the producer the dresser the florist the painter 
the washerman the artisans etc— these are all bharatas since they 
supply (Skt root bhj ) the various materials required for a 
performance 

A careful perusal of these passages would reveal the fact that 
a bharata (or a bharata \XXV 69) is not so much an actor as one 
of the Managers or workers of the whole show from erecting a stage 
to the stage-worship just before a play begins No other sense could 
be more suitable since Bharata and his family were not actors but 
managers and producers 1 * 


10 R. V X. 99 vn (Griffiths translation) For some other details 
see the following chapter of this work. 

11 For the locality of Agastya and his feud with Nahusa see Mbh. 
Adiparvan Chapter 94 102 157 and 207 

12 C H I \ol I p 188 

13 NS XXXV 66-69 

14 Note in this connection that in some later plays like the Vepi 
samhara and prasanna Raghava the Sutradbara is addressed as bharata 
in the prologue 
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Thus the word bhaiata in the Natyasastra refers in the first 
instance to some members and descendants of a dan or family of 
that name. This family was the first sponsor and manager of 
Dramatic Representation. Either the family heritage was lost or 
the family ceased for reasons suggested abm e to be recognised as a 
family After some time bharala meant anyone and e\er>one who 
sponsored the art and managed or took part in the production 



CHAPTER V 
RELIGION AND DRAMA 

The meaning of the word bharata as decided in the preceding 
chapter raises some \ery incom enient problems Those scholars who 
see m Bharata — the supposed author of the N S — only a mythical 
being easily dismiss the claim of that treatise to any authoritative 
ness Hence, according to them the origin of Dramatic Represents 
tion as narrated in the N S is a further myth woven round the name 
of the mythical Bharata On the other hand those scholars have 
their own theory about the origin of Sanskrit Drama — a theory which 
is free from any mention of Bharata The origin of Sanskrit Drama, 
they say is to be sought m the primitive religious ntfe> With the 
progress of research work this theory has been slightly modified The 
older theory traces the origin definitely to the Vedic religious per 
formances The lack of accurate data precludes our knowing much 
about the origin of the drama in India but it is probable that it 
had its beginning in a combination of these hymns in a dramatic and 
in the religious dances in which certain pantomimic features came to 
be conventionalized and stereotyped in later times until we get the 
classical Sanskrit Drama, This theory is borne out by the fact that 
in Sanskrit the words for play (nataka) and actor (nata) are from 
the root nat which is the Prakjt form of Sanskrit ml — to dance. ^ 
As a corollary to this theorj arose that of the probable borrowing of 
the Drama form in India from the Greeks with whom Drama definitely 
evolved out of the religious rites ' 

A modified veision of the above theory is proposed by Professor 
A B Keith. The phrase Sanskrit Drama, he insists should be 


1 Bib Skt, Drama 1906 Intro p 1 Also cf The soma sacrifice 
which gave nse to Mawjala IX of the Rgveda is also associated with the 
oldest prahasanas. They were boisterous farces, rough and gruff like the 
rumbling and grumbling thunderstorm The Ind Theatre op at. p 173 
footnote. 

The earliest specimens of Bhanas in Sanskrit literature are mono- 
logues of a mined gambler R. V X 34 and of Drunken India tbtd p 175 
footnote 

2 Bnt Drama p 15 
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understood only in the sense of a conscious representation on an 
equipped stage. From this point of view, to quote the learned scholar 
at length when we leave out of account the enigmatic dialogues of 
the Rgveda we can see that the Vedic ritual contained within itself 
the germs of drama as ts the ca e mth practically every form of 
pmnitwe u or skit? The ntual did not consist merely of the singing 
of songs or recitations in honour to the Gods it mvoh ed a complex 
round of ceremonies in some of which there was undoubtedly present 
the element of dramatic representation 1 e. the performance-, of the 
rites assumed for the time bung personalities others than their own. 8 
On the contrary there is every reason to believe that it was through 
the Use of the epic recitations that the latent possibilities of drama 
■were evoked and the literary form created 3 4 5 On these views the 
writer concludes that Sanskrit Drama originated with the Ki$na 
legends during the second century BC' 

All this would tempt one to believe that the origin of Sanskrit 
Drama ultimately goes, back to religious performances Vedic or epic. 
The views of these profound scholars cannot be easily dismissed— 
rot even on the ground that as foreigners they do not always have 
first hand knowledge and experience of Hindu tradition and menta 
lity The attempt to connect Sanskrit Drama with some or other 
aspect of the Vedic life or literature is not quite foreign in its origin 
Even Bharata as explained in the las'- chapter mentions that the 
N S was created as the fifth Veda that the text was taken from 
"R \ the music from the S V the action from the "V V and the 
rasa from the A. V Secondly m connection with the nro of the 
lour ifttis (NS XX) the fight of Krsna with the demons Madhu 
ard Kaitabha is mentioned as the source Thus on authorities 
Indian and European it appears as if the question of the origin of 
•Samknt Drama is settled once for all It would have been were 
certain doubts remo\ed by the proposed vedic or epic religious origin. 
In the first place the mere mention of the N S as the fifth Veda or 
of the fact that the elements of drami were taken out of the four 
•vedas is of no importance in itself It has been the age long tendency 
e! the Hindu mind to trace back everything to the Vedss Just as a 
Hindu king would be satisfied to learn that the blood m his veins 


3 SWt. Drama, p 23 Italics ours. 

4 Ibid p zr 

5 Ibid p 45 
S l. — 3 



34 DRAMA IN SANSKRIT LITERATURE 

has flown direct from a vedic personage so the average Hindu has. 
satisfaction to know that the beliefs and actions of his are exactly 
those mentioned in the Vedas. Every new school of thought in 
India ha* striven to claim and establish for itself the sanction of the 
vedic texts So a statement of the kind under question is more a 
tribute to the sanctity and hold of the Vedas than a reference to a fact 
The "Western scholars are on another plane The facts mentioned 
by them are usually unquestionable but oftentimes the conclusions 
reached by them would not accord with the facts Though such latter 
cases are very few indeed the origin of Sanskrit Drama is one of 
them though best equipped to know the facts it is most natural for 
these scholars to ignore the feelings behind them. Thus a connection 
between religious performances and dramatic representation is a 
probability to them not because there are all the stronger reasons 
for it in India but that such has been the case in civilisations more 
intimately connected with their own In Greece, for example both 
comedy and tragedy took their rise from religious ceremonial 
From a common chant the ceremonial soon developed mto a prrnu 
tive duologue between a leader and the chorus The song became 
elaborated it developed narrative elements and soon reached a stage 
in which the duologue told in primitive wise some story of the deity ' 
Similar circumstances obtained even in England The very Mass 
itself is an effort in this direction The whole of this service with its 
accompanying ritual is a symbolic representation of the most ar- 
resting episodes in the life of Chnst and it is but natural that the 
clergy should have attempted to make it even more outwardly sym 
bolic as the knowledge of Latin among ordinary people passed 
further and further into the background 1 

Such authoritative remarks show us the reasonableness of the 
connexion between Religion and Drama But the difficulty in the 
case of India is the different state and the different course of her reh 
gion The days of Greece were the days of democracy while in the 
theory of Christianity every member of that religion had a kind of 
natural and equal status In both the=e cases religion and religious 
ceremonies involved a free mixing on a large scale of all the follow 
ers But in India it has been different from the very beginning In 
religion as well as in social life both in theory and in practice, there 


6 Bnt. Drama p 15 

7 76i<f p 20 
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has been an as«ertiv e superiority (and a graded segregation) of the 
learned over the ignorant of the ruler over the ruled of the Aryans 
over the non Aryans and later still of the Brahmin ov er the so-called 
lower castes Religious performances were rarely communal in the 
sense of a social gathering they were the monopoly of Brahmins at 
first and of a priest-class later and others were practically barred 
from an active participation. The Vedic hymns w ere declared un 
touchable to any except Brahmins or Priests As a result these 
hymns became the property of pedantic scholars interested more 
than anything in hair splitting interpretations There was nothing 
popular about such a development The ignoran* and the lower castes 
played no part in social or cultural life And Drama we are told 
originated for such persons and purposes 

na veda vyavaMroyam samsravyam sudra jati§u 
tdsmat stjSparam vedam pancamam sarvavamiham.* 
These Vedic texts (or practices) are not to be heard by (ie. 
are not accessible to) the Sudras create a new and a fifth Veda ac 
cessible to all the castes 

In answer to this prayer of the Gods Brahma created Drama 
It is interesting to note that everything connected with Drama is as 
sociated with lower castes. It so happened the N S tells us that 
the sons of Bharata became too arrogant on account of their dramatic 
art The traditional sages resented and aimed every one of them 
"You shall lose your art since you are *=o arrogant and ill mannered 
V ou shall lose the Brahmin culture and shall take to the ways of the 
Sudras We hereby degrade you to the Sudras status Your des 
cendants ^hall be perpetually bom into the Sudra caste ’ Not only 
the Art and advocates but even the first patron of Drama was an 
unti Vedic if not a non Aryan King King Nahu«a whom we know 
from the early Vedic day's 10 and who figures even in the epic litera 
ture 11 is spoken o f as the first patron of drama in the mortal world 
His very name na hut (non sacnficer) speaks of anti Vedic ten 
denaes and his quarrels with the Gods and the Brahmins are handed 
down m legendary lore 


8 N S. 1 12 

9 N S XXXVI 34 37 

10 See \edic Index under Nahu$a" 

11 MBH III 183 

12 N S XXXVI 48 ff 
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From the foregoing discussions it seems likely that Sanskrit 
Drama has least to do with religion or religious rites that it is the 
work of people treated as anti Vedic if not as non Aryan fiends and 
that its origins are to be sought in the interests of the lower castes 
and its patron in a king — a non Aryan ad\ enturer 

Befon hastening to any conclusion from the above deductions, 
we shall deal v ith a point which is also likely to suggest a popular 
non religious origin of Sanskrit Drama That point concerns itself 
with dumb shows 



CHAPTER VI 

DUMB SHOW AND DRAMATIC REPRESENTATION 

Drama to Bharata means a representation by means of speeches 
and actions Mere imitation it =eems is not admitted bv Bharata 
as drama unless it is followed by words and actions for he speaks 
of drama in these words 

evam budhah param bhavam somuti manasa smaran 
vag anga gati lilabhiscestabhisca samacaret (XXXV 14) 
When by means of gestures physical and verbal a clever actor 
identifies himself with the person and the situation he represents 
With these views of his Bharata can never be expected to subs 
cube to the view tha+ drama originated in a puppet or a pantomime 
show No doubt, we can believe the existence m ancient India of 
such shows Even in the modem days the Indian villagers have 
retamed the puppet shows probably in the same form in which they 
must have existed then Thus we read in the Mahabhlrata 

yatha dinimayim }o§am narah sthira samahitah 
ingayatyangam angam tatha raj ann imah p rajah 1 2 
Just as a man without moving himself moves the wooden 
dolls so Oh King does the Lord with each and every being 

Further we have the view of some scholars who hold that the 
Sutradhara or the stage manager in Sanskrit plays is an evidence of 
earlier puppet shows (Skt stUra a thread hence Sutradhara means 
one who holds the thread or the agent behind the puppet shows) 
Prof Keith seems to recognise such a stage m the evolution of Sans 
knt Drama We seem in fact 1 sa>s he to have in the Maha 
bhajya evidence of a stage in which all the elements of a drama were 
present we have acting m dumb show if not with words also Lastly 
Bharata himself may be said to suggest an origin from such dumb 
shows when as already described he traces the four vrltis of a drama 
to a fight between Kreoa and the demons Thus it would appear 


1 Quoted b> Madhva in his Brahma Sutra Bh5$> a II i 24 

2 Skt Drama p 36 
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that later dramatic representation originated, as likely as not, from 

puppet and dumb shows or from recitational shows ba=ed on them. 

There are however obvious miscalculations m such a hypothesis 
We are not quite so sure if the puppet shows were a regular amuse 
menL We have no reference in the two Sanskrit authorities on dra 
maturgy the N S and the D R. — to the puppet shows nor is there 
any indication thereof either On the other hand it might be argued 
— and not unreasonably — that the puppet shows were merely the 
substitute of the populace for the dramatic luxury of the intellec 
tuals Even Bharatas account of the four irttis from recitation to 
representation might not be referring to Vedic recitations or to God 
and demon fights Lastly the significance of the word Sutradhara 
seems to have been missed If the Sutradhara were doll dancer of 
the popular puppet shows his name would most likely have des 
cended to us m Prakrt or some other non Sanskrit form. In contrast 
to that of the word nap (see Chap VIII below) the form of the word 
Sutradhara is Sanskrit There are some indications in earber 
literature which show that the word "Sutradhara was corned for 
purposes quite different In the first book of the Mahabharata King 
Janamejaya is about to perform a sacrifice. The sacrificial ground 
had to be prepared In that context we read 

sthapatir buddhisampanno vastu vidya visaradah 
ltyabravit sutradharah suto pauramkas tada* 

Then the Suta PaurSsuka who was an expert on land and 
building the sutradhara said thus 

The Pauramka Suta is here said to be an expert on land and 
sculpture and along with this he is called a sutradhara. Why’ The 
next line gives a sufficient clue to the answers 

>asmin dest ca kale ca mapaneyam pravartitam 
The time and the place where the measurements were to be 

taken 

It seems that the Suta was a man who used to measure out the 
grounds for sacrificial purposes For this work of an expert he was 
called a &lp5gama\etta (Cf the commentary on the above verse.) 
That an expert on Silpa — sculpture was called a SutradhSra could 
be said with greater justification on the authority of some other 


3 Chap 51 


1 $ 
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references as the one from Act II of Mudra Raksasa At the time 
of Candragutas entry into the palace all tne butradharas of the 
capital ■were commanded by Canakya to decorate the streets as far 
as the palace gates The more we read the word Sutradhara in 
this context the more are we convinced that a Sutradhara was more 
than a carpenter and had something to do with land and building 
I' was on account of this wo»k that he was called a Sutradhara i e 
one who holds out a thread He took the measjrements of the ground 
by means of a thread And if we are to beliue it Bharata says the 
stme thing when he describes that a ground for an auditorium and a 
stage has to be set apart We ha\e already described how owing 
to the obstruction of the demons a natyav eema 1 p a play houce 
was found an e^'ental pre requi ite to Bharata the Producer The 
ground had to be measured out the process is described to be very 
delicate and dangerous oO an expert had to be called in This was 
the Suta already referred to in the Mbh as the Sutradhara 

pusy a naksatra yoge hi sutlam sutram prasSrayet 
A white piecd of thread should be stretched out at (the aus 
picious time of) the conjunction of pau$ya * 

This is one of the reasons why the Sutradhara enters at the very 
opening of a play In the passage from the Mbh. quoted above 
he is also called a St ha pati — one who arranges the ground plot 
Probably on this analogy the prologue in early plays is called a 
Sthapana The Suta is the Sutradhara the work of the Stha 
pati is the Sthapana 

If thus the Sutradhara ot the Sthapati is the Suta himself we 
shall have to modify our views about the origin of dramatic repre 
sentation The puppet shows would now be thrown into the back 
ground and our search will have to follow the footsteps of the Suta 
The Suta as mentioned already was a professional renter As time 
went on this recitation might naturally have been accompanied by 
music and instruments From the fanciful account in the N S 4 5 it 
appears probable that a musician and an instrumentalist were some 
how called kuSilava It should be noted in this connection that 
the epw. Karrciyera of YaVrrSki was sung before Bnma to the aereon 
pamment of musical instrument The two singers — the sons of Rama 


4 N S II 28 cf the verses following also in this connection 

5 nanatodyavidhane prayogavufctah pravadane kuslah One who is 
an expert in playing on various musical instruments WXV 84 
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a, yet unrecognised by the latter— were Ku^a and Lava by name. 
In any case we might well understand the Suta being accompanied 
by the Ku^lavas, so much so that at the stage of dramatic represen 
tation when the Suta turned into a Sutradhara the Ku«flavas turned 
into parip 5 rsvaVas i e, those who kept by the side of Sutradhara 
and played music 

Acceptance of the above suggestions would lead us back to a 
reconsideration of the four t flits mentioned by Bharata It was the 
Suta, the wandering min«trel, who must have been responsible by 
accident or through experience for the introduction of Dramatic 
Representation Alone he could only recite In the company of the 
kuJlavas he might seek the aid of the latter either by way of a 
kind of chorus or by actually helping him with certain portions in the 
recitation The form of the two epics was specially favourable to 
such a division of labour The major part of the Mahabharata and 
a fairly good portion of the Rarrtayaoa arc composed of dialogues 
So the Suta and the KuSIlavas could carry on the dialogue with 
greater effect In the form of the epics there is no mention in the 
body of the verses as to who is speaking Outside the verses we have 
sub headings as ^udhi^thira uvaca Suta uvaca Draupadi 
uviaca ( Y said S said D said ) and so on In a repre 
scntation such a sub heading was not necessary At the very com- 
mencement of the recitation the Suta would announce the roles to 
be placed Curiously enough in many of the existing plays we 
have nn identical circumstance where the Sutradhara tells the audi 
cncc then and there the role he is going to assume Thus in the 
prologue to the Mrcchakapka the Sutradhara says esoSmi bhoh 
karyavofat prayogava ut ca prater ta bha§i bamvjttah Here sirs I 
am going to speak m Prakrt because of my part to be played A 
more interesting reference is m the plays of Bhavabhuti — interesting 
because Bhavabhuti has a first hand experience of the actors 6 * 8 The 
Sutradhara in the U R says 050 smi bhoh KaryavaSad dyodhyikas 
tadanmtanasca samvrttah Here I have turned myself for the action 
of the play into a citizen of Ayodhya of Ramas days Similarly 
at the end of the prologue to MM the Sutradhara and his fnend 


6 Bha\ abhuli is dcocribcd as nisarga sauhrdena bharate>u vartama 
nah who lived naturally attracted in the company of actors (Prologue 

MM) Mvir rmtrodheyam asmaham the poet is our per onal friend 

says the Sutradhara (Prologue M V C) 
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assume then and there the roles of Kamandaki and A\ alokita res 
peetively 

There is one more reason to hold that the Sutradhara is the on 
ginal Suta In almost all the plajs it is the Sutradhara that intro- 
duces to the audience the life and lineology of the dramatist. In 
the earlier days this was one of the duties of the Suta who had to 
study and descnbe the life and lineology of goda sages kings and 
great men 1 No one was more fitted for the task 

It was thus the post epic Suta and not the puppet shows that 
ongmated dramatic representation the recitation of the epic and 
not that of religious hymns is the BharatJ stage the recitation of the 
suta and the kusflavas the Satvati stage in the Kaisiki vftti the 
dancer nafi was introduced the Arabhati is the final mode of ' full 
dress staging and from its beginning to its death Sanskrit drama 
took its hero from the Suta and the epics that he rented and never 
never from the religious lore or from the host of Vedic gods 


7 Cf C H I Vol I p 297 



CHAPTER VII 

ORIGIN OF SANSKRIT DRAMA 
( Conclusion ) 


We are now in a position to view the question of the origin of 
Sanskrit Drama from a broader view point It should be remembered 
that by drama in this connection is meant dramatic representation 
In the first place the chief person connected with the representational 
form of drama is the Siita who had achieved great reputation soon 
after the epics This Suta was a professional reciti r par excellence. 
In course of time he gathered round him two or more musicians 
and instrumentalists. In the early days the Suta could be expected 
to represent dramatically the traditional and the mythological epi 
sodes which it was his profession to learn and recite We have 
shown in an earlier place 1 2 3 that the word nataka originally meant 
only the representation of traditional or mythological episodes There 
is an interesting parage in the Natyabastra which throws some light 
on the initial s'ages of such representation With reference to 
nStaka and prakarana — two early varieties of drama — a big numbei 
of characters is prohibited 


na main] ana parivaram Kartavyam rftakam prakaranam va 
ye tatra kfiryfih purusas catvarah panca va te syuh 

In a nataka or prakarana it is not advisab e to have a crowd of 
characters fouT or fi\e would do The Suta and his musical 
friends were perhaps to answer for this small numbe- of characters 
Thus did Sanskrit Drama originate soon after the epics But 
before it assumed its rightful place as one of the most simple and 
straightforward means of expression and education and entertainment 
it had to fight a hard hard battle To start with the chief person 
connected with drama was the Suta a man of respectable tradition 
but of mfenor blood" Even the Vedic traditions condemned ttt 


1 Chapter III 

2 N S XX 40 

3 In the laws of Manu the Suta i 
of the modem untouchables. X 26 
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ORIGIN OF SANSKRIT DRAMA 


43 


Suta after a time to a degraded position 4 5 6 7 8 The legend in the N S 
of the Bharatas cursed to a Siidra status tells the same tale in the 
language of a different generation. 

Even popular sympathy would not carry with it the Siita and 
his band Soon after the epics came the Emperor ASoka under 
whose reign all kinds of amusements were banned It is more than 
probable that in his Girnar Rock Edict I King Asoka refers by 
the word samaja to an audience or assembly such as that en*er 
tamed bv the Suta. King Piyadasi sees many dangers in a SamSja 
bahuham hi dosam samajahmi pasati dev an am piyo piyadasi raja 
says the emperor We do not say the word samaja refers only 
to dramatic representation® however we would insist that the idea 
of a Sam3ja does indude the audience of a dramatic representa 
tioa Even in later Sanskrit plays w< find an audience usually ad 
dressed as partsad an assembly (of connoisseurs) That at some 
time, the Suta addressed such pansads open of course to the gene 
ral public of taste is obvious from the vehement attack m the laws 
of Manu against «uch pansads conducted by the Suta and composed 
of persons not soaked with Vedic lores 

avTatanam amantranam jatitratropajivmam 
sahasrasah sametanam pan$attvam navidyate* 

Fven thousands would not constitute a pan§ad if they are un 
disciplined un initiated and if they make it a profession of irmnten 
since 

In some of the later plays the words Samaja and ‘Samajika 
are u«ed in the sense of an audience and a member of an audi 
ence respectively It could be added without hesitation that the 
words Samaja and Pan?ad are synonymous in this respect 
In the Malav of Kalidasa the hero-king has to watch the dancing 
performance of Malavika, (Act I) Let u s be samajika s (devi 
samajika bhavamah) says he to the queen Similarly in the Pro 
logue to the Rat of £n Har?a the Sutradhara says that he ha 
attracted the attention of the samajika s le audience (aye, avarjitam 


4 cf C H I \ol I p 297 

5 Dr W oolner s edition 

6 Vide Samaja in the Glossary i6kJ 

7 Cf abhirupa bhuyisfha pan$ad iyam this hou e mostly consists 
of experts (Prologue A Sak ) 

8 M S XII 114 
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sakala samajikanam manamsi iti me m&cayah) In the Prologue 
to Jayadevas Prasanna Raghava likewise the Sutradhara sees his 
actor friend coming from through the audience with a message from 
the latter ranam etad abhisamdhanad eva samajika samajad ito 
bhivartate sakha me ranga tarangah) The actor fnend comes in 
and says Sir the audience (samajikah) send you this instruction 
through me (bhava idam manmukhena eva bhavantam udlrayanti 
samajikah) These and many other references of the land would 
bear out the interpretation of the word samaja as the audience 
of a dramatic performance. Such samajas were prohibited by the 
Emperor who ruled over the largest Indian Empire m history 
Could we believe as history would have us believe in all such cases 
that the samajas flourished for the simple reason that they were 
prohibited 3 Any healthy institution m history that has been at- 
temp ed to be suppressed by royal or religious ngour has either 
run underground into uncouth uncultivated hands or rubber like has- 
bounced with doubled vigour and vivacity Nothing more natural 
then than that the samajas should have persisted — though m constant 
fear of the authorities There was however a greater chance for such 
samajas to flourish in those parts of the Empire where Asokas 
power only hung like a shadow Thus in southern as well as m 
western India could be expected a survival of and an encouragement 
to the samajas History has some evidence to show that Sanskrit 
was patronised more and more in the west and in the south soon 
after as well as during Asokas reign This is the beginning of the 
revival of Sanskrit which culminated in the shifting of the centre 
of culture and learning to Ujjain m the west Most of the kings 
that patronised this revival were either the non Aryan Kings in the 
south or the later non Indian invaders in the west of India, We 
have already mentioned how the Bharatas wandered through the 
modem Rajputana to the south of India If in these circumstances 
Bharata says that King Nahusa is the first patron he has more 
reasons to say so and more cleverness in saying it 



CHAPTER VIII 

THE EARLY STAGES OF THE DEVELOPMENT 
(Sutradhara nclt prastaiand and slhdpana) 

In the preceding chapter we saw in connection with the origin 
of Sanskrit Drama the importance of the Suta who later on came 
to be recognised in the dramatic world as the Sutradhara \s a 
matter of fact m all the Sanskrit plays av a liable the first character 
to appear on the stage is the Sutradhara We shall here attempt 
to sketch the career of the Sutradhara in the world of dramatic 
performances 

As already mentioned the Sutradhara is usually accompanied by 
the musicians It is not, however necessary that it must be always 
so Whether he is alone or whether he is in the company of the 
musicians and the dancers his one function is to introduce the piece 
of performance to the (as he always says it learned) audience 
After performing the usual worshipping ceremony (not necessarily 
in the presence of the audience) he steps on the sta s e and informs 
the audience of the play and its contents Remembeing the fact 
that in the earlier days it was the Suta himself who did this work 
in his recitation we need not expect him any and every time, to 
introduce his subject or to explain the context and so on The 
earliest representational form did not require any such intermitted 
introductions Therein the story as well as the hero v ere too well 
known. 1 The various episodes and legends of the epics were already 
too popular to need description contemporary episodes and events 
would not as well need any separate mention and thus in the 
earliest plays the Sutradhara entered the stage ju't formally to ini 
tiate the play In the existing Sanscrit plays this feature can be 
observed very frequently Wherever the story and the characters 
are too well known the Sutradhara merely mentions them. In the 
A Sak of Kalidasa for example the story is a traditionally popular 
one The Sutradhara merely mentions the title and the story is 
immediately known to the audience. Where however the story is 

1 Cf the definition of nataka n N S XX 10 prakhyata nlvaka 
prakhyata va 4u vj$aya well known hero well krom plot. 
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not so universally known he describes it for the audience. A good 
exairple is the Mrch of Sudraka Here the Sutradhara presents 
the audience with a synopsis There lived a Brahmin merchant 
named Camdatta in Ujjam In his poverty, only his mistress 
Vasantasena was attached to his virtues A love affair between the 
Brahmin and her like the vernal splendour is dramatized by king 
Sudraka who has depicted therein the ways of the world the wicked 
ness of life and men and Fate. 1 

The three plays of Bhavabhuti are also an illustration in this 
respect In U R the story is well known and it is merely mentioned 
and the same holds true of the prastavana m Act VII to the play 
within the play In MM. the whole story is narrated by Karoan- 
dakl which role the Sutradhara himself has taken. The Siitradhara 
of Bhavabhuti is always more skilful in first assuming a role con- 
temporary with the story In certain cases where only parts of a 
v ell known story are dramatized the Sutradhara explains the context 
Thus in M, V C. the actor friend says to the Sutradhara krta 
prasadah pan§adah lam tu apurvatvat prabandhasya kathapra 
desam samarambhe srotum lcchanti The audience is humoured 
but is the play is unusually constructed it wants to know at the 
very beginning the particular part of the story (of Ramayana) 
Similarly in the V S of Bhatta Narayajia dealmg with the well 
known epic story of the Kauravas and the PSndavas the Sutradhara 
gives an idea of what part of the epic story has been dramatiz- 
ed With this can be compared the statement in the U R atrabha 
vatah Maharaja ramasya ayam pattabhiseka samayah This 
is the coronation function of Rama —whereby Bhavabhuti informs 
the audience that he has dramatized the Ramayana story subsequent 
to Rama s coronation. 

The above illustrations are mentioned only to point out the 
functions of the Sutradhara In this respect, the Sanskrit Sutradhara 
evolved like the Prologues of Eunpides The Greek tragedian found 
Prologues necessary since his story or treatment was usually out-of 
the way sort In Sansknt Dramas the Sutradhara appeared even 
where the story was well known This difference is due to the fact 
that the Sutradhara was there even before the Sansknt Drama while 
the Prologues of Eunpides came in as a device long after the Greek 
Drama 


2 167 
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There is another function of the Sutradhara which must have 
been one of the earliest After informing the audience of the play etc. 
he immediately but giving an intimation to the audience beforehand 
assumes a role in the play Me have already given instances of this 
nature In the early days the sketches must have been such as 
were conveniently composed of a few characters the art of make 
up le the nepathya mu«t have been unknown or unav ailed of 
So the Sutradhara at one stroke of his word assumed the role re 
mured and in the new capacity introduced the other characters as 
well That the Sutradhara did introduce all the characters may be 
reasonably imagined on the analogy of the modem village shows 
where on the first entry of any character he a«ks the name the pur 
pose of the arrival and other details thereof 

Performing as he did these various functions the Sutradhara 
was known as the Sthapaka As Bharata tells us 3 the Sutradhara 
is h.mself the Sthipaka when he opens the play 

prayujya vidhinaivam tu purvarangam prayogatah 
sthapakah praviset tatra sutradhara gunakrtih 
After the initiatory stage worship should enter the sthapaka 
whose garb and functions are the same as those of the Sutradhara 
As Viswanatha the author of the S D explains later on the 
Sthapaka was for all practical purposes known as the Sutradhara 
The scene in which the Sutradhara entered as Sthapaka was known 
as the sthapana foundation ground work opening or Prologue 
Thus we have sthapanas in all the plays ascribed to Bhasa In most 
of them the Sutradhara (he is not styled as Sthapaka here) alone 
enters the stage to introduce the story and the situation and the 
characters to the audience. 

As Dramatic Art progressed things must have developed We 
have already seen how music and dance were gradually introduced 
into such representations. With the addition of these features the 
functions of the Sutradhara. had to be modified He need no longer 
introduce the play in the dry formal manner or in an equally abrupt 
way ft! ttte sVksapaxos m Bfcasas plays wivext via StetrarihaTa vs 
immediately made to listen to some words from behind the stage 
which he goes on to explain with reference to a context in the plot ) 


3 NS\ 164 Cf al-o SD VI 26-27 
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The functions of the Sutradhara were not only modified but, as 
tune went on they multiplied The musicians— the KuSlavas 
were also brought on the stage As there was no recitation now 
which they could set to music, the Kualavas helped the Sutradhara 
to open the pLty with music "Whatever the pretext under which 
music was played there was no doubt that the audience was more 
pleasantly lulled into a receptive mood Besides supervising the 
overture, so to say the Sutradhara had when later on dancing was 
also introduced to face a woman who sang and danced but who 
after all had to be utilised for the purpose of introducing the play 
That dancing came in the wake of music is evident from the fact that 
the word natl a danseuse is a Pralqt form That both music and 
dancing were simply introduced to make the opening less formal 
and more plea'ant and to humour the audience into a sympathetic 
attitude that they had nothing to do with the play and that they 
had no place in the evolution of dramatic representation is recognised 
by Bharata himself Dancing plays no part in a drama It is 
introduced on the stage simply because it adds to the charm of the 
production Everyone has a natural weakness for dancing It 
amuses the audience. 4 But it should not be overdone. * If dancing 
and music are given in excess the audience as well as the actors are 
likely to be tired of it 5 Thus a new responsibility was thrown 
on the shoulders of the Sutradhara Not only should music and 
darcing be not overdone but he had to see in the name of his 
ability as manager and producer that in spite of their charm they 
were not entirely unconnected with the show rhe very circumstances 
undpr which a play was produced in those days gav e the Sutradhara 
a chance to fit m music and dance Plays in the early days it 
should be remembered were performed in the open What would 
be more seemly than singing a hymn in praise of the surroundings 
or more poetically in praise of the season itself 7 The only 
favourable seasons for a performance in the open are the Spring 
and the Autumn So in almost all the Sanskrit plays we find the 
nab singing m praise of these two seasons 

The character of Natl is interesting from one point of view 
"What was her posihon in the play or in the troupe of actors 7 In 
the early days we can well believe her to be a songstress and a 


4 N S IV 260-263 

5 N S V 161 
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danseuse and such we find her in most of the plays She was in 
no better advantage except in her natural charm and grace than 
the KuSlavas who were also musicians And yet the advent of 
nati marked the rarity if not the total disappearance of the 
KuSlavas in the dramatic world Such is the conquest of charm 
and grace and delicacy in the world of Art 1 It is always the 
shrewd keen eyed Eve that is attracted by the Forbidden Fruit 
and then tempts the clumsy Adam on to it Whether it was the 
Sutradhara or the audience that was tempted first the fact is clear 
that as time went on the Sutradhara and the nati are thrown more 
ard more together In some later plays like the Mrch the Rat 
or the M R the nati is represented as the wife of the Sutradhara 
She is not addressed as arye (oh ' noble lady ) merely bu f as my 
dear ard all that by the Sutradhara Was she the wne of the 
Sutradhara or the wife of the Sthapaka •* In the fust care re have 
to imagine a keredi'ary projessunal caste of na{is in the recond 
merely a professional c'ass A clore perusal of Sanskrit plays would 
tempt one to believe that there gradually arore a hereditary profes 
6ional cas'e of actors In the prologue to the Rat the Sutradhurd 
tells his wife (grhinl) that his younger brother has dresred himself 
up m the r61e of Yaugandharay ana (nanu ay am mama yaviySn 
bhrdta grhlta yaugandharSy ana bhunvkah prapta eva) By the time 
of FLrsa (607 ad — 640 vd ) we can believe in the exi *ence of 
such a caste. Leaving aside the momentary irconvemence of some 
rettled views in chronology we might take it as a fairly general 
rule that plays where the nati is represented as the wife of the 
Sutradhara are later in age. The MR (or example gives interest 
ing details of the relations be ween these two characters The Sutra 
dhara addresses his wife in these words ^ ft) [ 

gimavati upayamlaye sthiti heto sadhike tnvargasya 

madbhavana niti vndye kiiryad arye drutam apaihi 

Diligent and resourceful you are the guide of my life virtu 
ous as you are yea are my helpmate to the Higher Truths you are 
my domestic deity presiding over the art of management etc 

To resume the narration The nati thus became a permanent 
member of the Sutradhara band With the aid of the KuSlavas and 
the nati the Sutradhara could entertain tne audience and at the 
same time inform them of the play the plot, the characters and 
s l — 4 
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60 on His work now was not mere sthapana or introduction but 
introduction with amusement or to use the technical words of Sans 
krtt dramaturgy the sthapana was now called a prastavana The 
prastavana was originally nothing else but the music the singing 
in prai«e (the Skt root stu — means to praise ) of the seasonal 
charm It was the music essentially that made the difference bet- 
ween the sthapana. and the prastavana It is only in some later 
plays like the M R or the V S that we read of a prastavana with 
no music on the stage Music and not necessarily the nap is the 
distinctive feature of the prastavana and hence even the Kusalavas 
turned a sthapana into a prastavana It would be unnecessary to 
stress the point too much since the Prologue was soon enough 
standardised 

Lastly one more feature must be pointed out which is persistent 
in and characteristic of all Prologues It is a commonplace that 
in any ballad singing attention is first attracted and then retained 
by establishing personal relations with the audience This tendency 
must have existed in the earlier plays more so since those perform- 
ances were given in the open. No ruse would serve the purpose 
better than flattering the audience to the skies Even in modem folk 
songs this feature is not to be missed Similarly the Suta and the 
other bards and ballad singers in the early days praised their 
audience The Sutradhara of Sanskrit plays does, the same He 
addresses, his audience as noble sirs (aryami&ra) learned 
(vidvat) appreciative (guna grahin) and so on. This feature of 
taking the audience into the dramatists confidence and of establish 
ing a personal relationship between the actors and the audience is 
to be found in early literature of other countries as well We 
can compare the tone of Kalidasa s Prologue to his A. Sak (where 
he says that he would not deem his performance a success unless the 
learned audience is pleased (a pantojad vidusam na s 5 dhu manye 
orayogavijnanam) with for example the chorus in Aristophanes' 
Frogs 

Fear not for a want of sense 

Or judgment m your audience 
That defect has been removed 
They’re prodigiously improved 
Thus their own ingenious natures 
Aided and improved by learning 
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Will provide you with spectators 
Shrewd attentive and discerning 8 

We might as well mention before we conclude one difference in 
this respect between the Sanskrit and the early Greek plays Per 
sonal relationship is maintained in both but, while in Sanskrit 
plays the Sutradhara or the prastavana alone is utilised for this 
purpose in Greek besides the chorus even the characters within the 
play address the audience. Thus again m Frogs 

Bacchus — Do you see the villains and the perjurers that he 
told us of 6 7 

Xanthias — \es plain enough dont you 7 
Bacchus — Ah now I «ee them indeed quite plain and now too 
(Turning to the audience ) T 

Has it not been mentioned that the Greek drama was more democra- 
tic than the Sanskrit 7 At the very start they part ways 


6 Plays by Aristophanes (Dents edition) pp 60-61 

7 Ibid p 16 



CHAPTER IX 


PLOT DEVELOPMENT IN SANSKRIT PLA’IS 
(The Vt$kan*bhaka and the Praveioka) 

The play was introduced first of all to the audience In that 
connection we saw that the SQtradhara was responsible mainly for 
the introduction to and partly for the personal touch with the 
audience It should not, however be supposed that the responsibi 
lity of the Sutradh^ra ended then and there As the stage manager 
he was responsible for the whole show In this chapter we shall see 
tf the Sutradhara had any other functions besides introducing the 
pla> and its general management 

Drama as suggested m connection with its origin, was a repre 
Mentation of selections Whenever a story is represented it should 
not be supposed and it will never be found possible either to repre 
sent each and every incident in all its details The central theme 
might be a heroic deed or a noble truth some relevant points are 
represented so that the central theme is set in brighter relief Besides, 
from the earl> da*s drama had had the advantage of being a com 
ple*e umt by itself Thus the story in any play proceeded along 
broader lines while the minor and relevant details were summarised 
in their proper places for the convenience of the audience This is 
what is meant b> plot development here 

How then was a representational story developed m the earlier 
days’ In the very beginning we can believe the Suta or the Sutra 
dhara shouldering responsibility in this respect for any represent 
tion If it were the dialogues from the epics the Suta would recite 
in comoany with his musicians passages that were not in dialogue 
lorm either the Suta reeded alone or summarised We could sa> all 
this if there were any evidence to warrant the existence of such a 
representational form in the earlier days There is- however no 
definite evidence for such a hypothesis If at all we are to judge b> 
comparisons we must go back to some other country or civilization 
In connection with Religion and Drama it was shown how dan 
gerous it would be to judge by comparisons. Nevertheless we can 
not pass over a circumstance that obtains in some of the earlier 
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Greek plays. In establishing a personal relation with the audience 
it was seen how closely functionally and fa\ ourably the Sutradhara 
compared with the Greek chorus The chorus had not this only 
function We can see that the chorus was also capable of fulfilling 
a very useful function It served to punctuate the stage* of the 
action (as the drop curtain now serves to divide sane from scene 
but with the disadvantage of arresting 1 it entirely ) It gave a con- 
venient interval durmg which important events might be supposed 
to happen off the stage and above all i* gave the poet an 
opportunity of commenting and moralizing upon the progress of the 
events in the play proper 1 Thus it was the chorus which kept the 
audience once the play commenced m touch with the continuity of 
the action 

How was it done in the earlier Sanskrit dramatic representa- 
tions 7 Could we suppose that like the Greek chorus the Sanskrit 
Sutradhara too played an important part in the plot development 7 
A glance at some of these Sanskrit plays would reveal that from, 
a known period this kind of plot development was carried out in a 
peculiar way There was nothing like a chorus or any character or 
characters equivalent to it to keep the audience in touch with the 
events off the sta/e. On the other hand ®ome characters m the play 
itself were utilised for the purpose further the type of characters 
u-ed in this way seem® to have been fixed— smce the traditional 
authorities on dramahirgy not only recognised that fact but turned 
it into a kind of a technicality to be strictly observed by dramatists 
Two varieties of such a technique are recognised— one known us 
Viskambhaka and the other as Pravesaka. Three authorities (NS 
D R and S D ) defire them in practically identical phrases In 
the D R these two are defined as 

(i> \ rtta vartisy ammanam katham^anam mdarvakah 

samk«eparthas tu vtjkaribho r~adhyapatra prayojitah (I 59) 
A \i karrbhaka is that which summarises through characters 
of an intermediate statu past and future incidents and 
Ui) tadv ad-evan adattoktya mca patra prayojitah 

prav e§on*a-dvayasyantah se$arthasyopabUcakah (I 60) 

A prave*a(ka) is similar only the characters are of a lower 
status and the pravesa itself appears in between two acts The 


1 C. E Robinson The Census of the Greek Drama Intro p 16 
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\ I'-kambhakas in A Sak — one in Act III and the other m Act IV 
The story of the play, as mentioned so often was sufficiently popular 
Kalidasa however, does not seem to have written the play for the 
interest and estimate it had with the populace His interest was not 
merely to represent dramatically the traditional story In Act III 
there is a vi$hambhaka which is very short and thus very easy to 
analyse In this vrkambhaka the whole of Act III has been bnl 
Uantly and artistically introduced Dusyantas love for Isakuntala 
has been sufficiently revealed so far Now the first thing that the 
audience knows from the vrkambhaka is that Sakuntala is not Keep- 
ing well But the words used are enough to suggest to the audience 
of those days what this un-wellness is (latapa langhanad bala 
vad asvastha ianra Sakuntala) The whole of Act III — iSakuntala 
wilting a love letter Du?> anta overhearing her when she reads it out 
to her friends etc — is the pure invention of the dramatist A drama 
tic situation is created to bring together the hero and the heroine 
when both of them are mad and blind with love What would happen 
when thej meet each other ’ What if this love s intngue would lead 
in this stag* of madness to something beyond the limits of reason 
or decency ’ All may be fair in love but it would not be fair to talk 
of all that afterwards But Kalidasa gives no chance for the au 
dience to feel unnecessarily virtuous not even out of neighbourly 
considerations In the vi?kambhaha itself the Sisja informs the 
audience that after all the venerable Gautami would come to c ee 
Sakuntala As a matter of fact Gautama does come in just to prevent 
Dusyanta from flouting stage etiquette That the aud'ence both 
demanded and understood such assurances could be rea^onablj be 
lieved since Kalidasa himself describes it in hi- prologue as cul 
hired (abhi rupa bhuyistha pan^ad lyam) at leas*. Kalidasa wrote 
only for such an audience 

Likewise the viskambhaka in Act IV prepares the audience in a 
clever wa> for the new incidents and the original interpretation of 
the dramatist To start with Kalidasa has invented a situation and 
that situation has been described at length viz the part to be placed 
by the ring secondly that the v hole episode should be interpreted 
as i tragedy in the highest sense is suggested throughout the vis! am 
bhaka The disturbing calmness of the undisturbed mom the un 
easiness of the friends Du?yanta not sending any message the lonely 
and forlorn figure of Sakuntala seated at the door of the hut the 
uncouth outburst of a choleric sage who has reasons to pronounce 
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an unkind curse — all this is suggestive of the atmosphere into which 
the play proceeds from non cm Lastly the curse of Durvasas must 
have been significant to the audience. That curse is symbolic the 
tragedy is destined The, audience will sympathise with the heroine 
an innocent victim of the cruel and infallible Destiny (me vacanam 
any at ha bhavitum narhati my words could never be taken back 
says Durvasas) 

The via kdm h haka with such a significance for the development 
of the central theme may be compared with the piavesakas in these 
three plays There are four pravesakas in all (A, Sak VI Malav 
III and V and Vik II) In all the'e there i» nothing that affects 
the progress of the main events no incidents are mentioned that 
would be important m their bearing on the plot In some places the 
P'avesaka is there for no other purpose except introducing the follow 
ing main scene In others, the pravesaka is nothing but a kind of a 
stage shift in favour and for the convenience, of the audience or it 
merely emphasises certain points of the incidents already represented 
(cf Malav III) 

It would appear from the foregoing as if some presumption is 
being logically worted out The above examples have been discu.,=ed 
net because they bear out any presumption but tha* they reveal a 
genuine difference from the early days between the viskambhaka 
and the pravesaka There might be as there a*e instances to the 
contrary That in it«elf would prove nothing as the mere discussion 
so far would prove nothing by lt'elf There are many possibilities 
hence many consideration will have to be loo’-ed into I* is possible 
that soon erough circumstances that warranted the existence of c uch 
a difference betwet n the v tfhambhaka and the prav e-aka as explained 
above no longer existed or it is possible that the dramatist himself 
would be an artist superior enough to nse above the traditon or 
inferior enough not to utilise thit traditior properly i' a matter 
o f fact even after Kalidasa some of the be«t Sanskrit plays do show 
this earlier difference between the vi'kdinbhjca — tha t serves the pur 
pose of the Mage convenience The U R of Bhavabhuti is a good 
example In all there are four \*skambhakas in UR ore each in 
Acts II III IV and VI In all these four could be observed 
(i) the situations newly introduced by the dramatist 
(ul the earlier situations themselves newly arranged or re^ly 
interpreted and 
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where the plays were concerned with heroes and heroines of an 
extraordinarily high status , the second loses much of its significance 
when m between two acts viskambhakas are found as free and 
frequent as pravesakas while the last 19 doubtful fo- two 
reasons (a) In some of the best plays are found viskambhakas 
whose point is not at all so much to narrate incidents past and 
future (vjtta and vartisyantjna) In Act IX for example of 
Bhavabhiiti s MM is a suddha 1 e unmixed viskambhaka No rele 
vant incidents past or future are summarised here The following 
mam scene is introduced in the first three or four sentences and the- 
reat of the profuse viskambhaka is taken up by a description of na 
ture (b) Secondly the very interpretation of iegartha as given 
above seems to be doubtful E/en as early as Viswanatha of S D 
a confusion in this respect is noticeable Viswanatha who merely 
repeats the earlier rules has interpreted the phrase segartha in 
D R as segam vigkambhake yathfi otherwise everything else as 
in the vigkambhaka which means that he recognises only the first 
two differences Even in N S which should be the earliest of the 
three this same superficial distinction is recognised (Cf XX 32 39) 
The pravesaka is a convenient summary of lengthy episodes (36) 
and the vigkambhaka is similar (371 In the first the characters 
are of a lower status (33) while in the second they are of an inter- 
mediary status (37) 

It should not be supposed that these treatises have entirely mis 
understood the viskambhaka and the pravesaka From one point the 
formulation of these rules was fortunate in that they prevented once 
for all bad writers from writing good plays even by accident Their 
mles are based on observations Those observ ations might have been 
incomplete or superficial with the result that the deductions there 
from are incomplete and superficial The chief reason is love fo- 
mere forms and lack of historical or scientific outlook. That the 
viskambhaka and the pravesaka originated with purposes different 
as suggested by 1 us seems more reasonable if an equally reasonable 
niatory of the early development could be traced In the early stages 
the Sutradhara recited or summarised the story at the very beginning 
In some of the best plays the viskambhaka fulfils that function 
(cf Malav I and M M I) Thus it apnea rs that at some stage the 
viskambhaka replaces Sutradhara in one of the latter s traditional 
functions All he had to do now at the commencement of the play 
was to introduce the poet and the play The introduction of the 
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play was simple he would mention the name or the central theme 
of it The introduction of the poet however must have been a 
complicated affair Mae mention of the name would not carry 
weight or conviction. The poet had to be introduced not as an in 
dividual but as an artist In other words the artiste methods and 
measures of the dramatist had to be introduced and explained if 
necessary The Sutradhara as the manager of the show was more 
responsible He could not leave the stage after the formal prasta 
vana we could imagine him waiting there to step out any and 
every lure a new or clever artifice was employed by the dramatist 
He would address the audience just before such a scene and explain 
the delicate situations that could not be understood merely by watch 
mg the course of events on the stage. Now and then he had to get 
up and summarise the incidents relevant to the story but not repre 
rented on the stage Thus m the early days the Sutradhara him 
'•elf must have been fulfilling the functions that later on are earned 
cut by the viskambhakas And this evolution of the vi'kambhaka 
from one of the early functions of the Sutradhara might be re^pon 
sible for the Sanskrit, and not the Prakrt language being regularly 
found therein We could believe such an early situation not merely 
on the strength of inference but on actual observations, m the modem 
folk representations— representations of the populace which are ever 
more honest more enthusiastic and more conveniently situated to 
continue the tradition unbroken unaffected and unmodified It is 
probable that as the art of dramatic representation developed with 
regularity the Sutradhara was distinguished in his two roies 
(1) when he appeared at the very beginning and (11) when he ap 
peared dunng the interval In the plays and c i*uations di«cus«ed 
sc far the vi'kambhaka more or less precisely fulfils the second 
role w ith all its beanngs 

In giving the-e examples we have not the least intention of con 
v eying that plays in which the vnskambhaka fulfils the supposed 
second function of the Sutradhara are earlie- n age than tho e in 
which it dees not Tne only suggestion made is that such play's 
reveal a natural development of an earl er tendency This circum 
«tance m ght or might not be concerned with the relative, priority of 
the^e plays Sudraka s Mrchh for example has neither vwkam 
fchakas nor praveSakas Could it be reasonably said that the plav 
therefore, is one of the earliest 7 This absence of interludes might 
be due to the fact that the incidents of tie story are «o well knit 
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together in one continuous whole Could it be said on the other 
hand that this very latter feature shows that the play is one of the 
later if not the latest’ In Visakhadatta’s MR there are two- 
praveSakas in Act V and Act VI The first differs from the second 
introducing as it does a new situation wherein the mudra or the 
signet plajs the part of involving the Rak?asa into one of the worst 
complications In Act VI the praveSaka simply summarises the 
events In spite of this difference both are styled as praveSakas Is 
it on a merely technical (superficial enough) ground viz that the 
characters belong to a lower status and speak in Prakjt that the 
interlude to Act V is called a pravesaka— while it shows features of 
a genuine viskambhaka’ Could we because of this scrupulous ob- 
servance of technicality assign the play to a fairly later age’ 

This however is not the time nor is it the place to attempt a 
definite answer to such questions 

One thing will have to be noted in this connection. With the 
exception of the* plays of Bhavabhutt all other post Kalidasa plajs 
show a confusion between the genuine viskambhaka end a praveSaka 
The plays of Sn Harja (601 640 ad) are an illustration to the point 
In Rat and Nag together there are two viskambhakas (Rat I 
Nag IV) In the first the story of the play is introduced with the 
appropriate background In Nag Act IV the viskambhaka has no 
point whatever Nothing related to the past events is mentioned the 
onlj practical u«e is to let the audience know that the following main 
scene is laid on the sea shore ( samudra^vela ) In other words the 

viskambhaka here sen. es the purpose that stage equipment or curtain 
would serve in the modem plajs and the praveSaka would serve m 
the older plajs In this function the viskambhaka and the pravesaka 
have been indiscriminately utilised by Sri Haisa (He has however 
recognised an apparent distinction according to the status of and the 
language spoken bj the characters ) Thus the three praveSakas in 
Rat II III and IV and the pravesaka in Nag I serve the same 
purpose of introducing the main scene to follow Bej ond that they 
have no other function in the play Probably Sri Harsa himself felt 
the pointlessness and monotony of such plays for in Nag he has 
initiated a new method of introducing the characters or the scene 
As soon as the name of a character is mentioned in some connection 
in the dialogue that character enters on to the stage In Act I for 
example the heroine says that if she stands there talking to unknowii 
men some hermit (tapasa) might detect her No Sooner is the word 



PLOT DEVELOPMENT IN SANSKRIT FLATS b3 

tapasa mentioned than that character enters Similarly m Act II 
the heroine asks her friend if there is a remedy for her suffering 
Her fnend replies there is if he (ie. the hero) were to come 

here and lo 1 the hero does, come in before his name is mentioned 
Again in the same Act the female friend says that Mitiavasu (the 
heroines brother) might be expected any moment and who should 
step in but the very Mitravasu referred to 1 The audience would 
in this way know the characters as well as the context This only 
shows that the earlier viskambhakas and pravesakas had lost their 
original significance, had been confused and had deteriorated to a 
dull type where the dialogue was so standardised as to be convention 
ally monotonous. 

A last instance might be given to show the unpopularity and 
consequent decay of the vn,kambhaka and the pravesaka In Bhatta 
Narfiyanas V S there is one vi§kambhaka (Act II) and one prave 
Saka (Act III) Both fulfil the same superficial function of sum 
mansing the incidents during the interval and of introducing the 
mam scene to follow The dramatist when he created new situations 
or introduced incidents not represented on the stage had to resort to 
newer methods In Act IV the death of hamas son is descnbed 
though it is not so relevant to the central theme as to justify that 
lengthy descnption In Act VI a new situation has been invented 
by the dramatist But the way in which the Carvata Raksasa i« 
introduced and made to carry on the mischief is not only tedious in 
itself but is also responsible for the "ub'equent stupid and mean 
ingless developments m that Act 

The earliest Sutradhara who proudlj' and pompously introduced 
new situations was thus at last reduced through the viskambhaka, 
to a superfluous character (or circumstance) that served as a 
machine talking in monotonous accents 



CHAPTER X 
THE VIDOSAKA 

The discus-ion in the last chapter has carried us to a far later 
stage in the development of Sanskrit Drama In connection with, the 
prastavana the various elements and characters related thereto have 
been described so far There is however one more character whicn 
whether it is earlier or later appears in the prastavana of some 
Sanskrit plays and which is mentiored in books on dramaturgy 1 
along with and as part of the definition of a prastavana That 
character is the Vidusaka or the Brahmin court fool Is the Vidu 
eaka in any way connected with the origin of Sanskrit Drama’ 
What light does that character throw on the development of Sanskrit 
Drama ’ Such and similar questions will have to be answered before 
an accurate and a complete p cture of the Sanskrit Dramatic litera 
ture could be formed 

To start with it would be better to meet the Vidusaka in the 
plays themselves rather than in other places as books on Dramaturgy 
etc The character of the Vidusaka seems to be one of the earliest 
He could be met with <ven in the earliest known group of Sanskrit 
plays viz in that ascribed to Bhasa The S V the Avi and the 
Car — the three plays wherein the Vidusaka appears — can m another 
respect be distinguished from the remaining ten of that group (with 
the probable exception of the P Y ) the subject matter of these three 
is concerned with the life story of the traditional and mortal heroes 
of royal races It has been already suggested that from the very 
beginning plays in Sanskrit dealt with the life story of either kings 
or gods It should be now noted in addition that the Vidusaka is 
found only in the luxurious company of princes Wherever the hero 
is a mortal king historical or traditional (history and tradition were 
not distinguished in those days) the Vidusaka appears on the stage 
Is it a mere coincidence ’ Or was that character connected in any way 
to the nature of the hero and of the plot ’ When with the lapse of 
time mythology too merged into tradition even mythological heroes 
like king Vikrama in the Vik of Kalidasa were provided with a 
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Vidu?aka That toe Vidusaka is a personal and an intimate fnend 
of the hero king i& obvious ev en to a casual reader of Sansknt plays 
"that the Vidusaka is a court fool is also made evident by some of the 
Sanskrit plays ard that the Vidusaka is a confirmed Brahmin fool 
with physical as well as mental perversions is a tradition accepted 
by all the later Sansknt dramatists 

How did such a character appear at all on the Sanskrit stage 7 
How was it that a Brahmm was represented in such a ludicrous light, 
especially daring these ear]} days when a Brahmin was highly res- 
pected through love and fear and habit ? 

It has. been referred to above that, by authorities on dramaturgy 
the Vidusaka is mentioreo in connection with the pra^tavana The 
S D has these words 

na£ vidusako vSpi panparsvaka eva va 
sutra dharena sahitah samlapam yatra kurvate 
amukham tat tu vijfieyam namna prastavanapi sa 
The prastavana or the opening is that where the nap or the 
actor fnend or the Vidusaka appears m a dialogue with the Sutra 
dhara 

The prastfivanfi as well as the Sutradhara have been shown to 
be the earliest features in the development of Sansknt Drama. Can 
the Vidusaka also mentioned in that connection, be an equally ear 
her feature 7 Or can it be said that the S D being one of the latest 
treatises (the D R too belongs to the 9th or 10th century a d ) has 
entirely misunderstood the significance and has been muled by the 
superficial features of the character of the Vidusaka ’ 

(i) It is true that the Vidusaka is the closest fnend of the hero 
(who except in the Car and the Mrchh.) is invariably a king In 
Bhasa s S V a play belonging to the earliest group Of known dramas, 
the Vidusaka is represented as having some of those traits which 
were later standardised He refers to hunger and eatables. He is 
said to be a talkativ e person which opinion is quite justified through 
out the play But Vasantaka, as he is called here is not such a per 
verted fool as he is made to appear in some later plays Nay on 
the contrary he is not only a sincere fnend but a close observer of 
human nature and quite a resourceful helpmate. There is more- 
over one function which is fulfilled by the Vidusaka. a function that 


2 Also cf Rat I, A. Sak II Malav III Mphb VI etc 
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could not be fulfilled by any other character, and hence which could be 
said to be the purpose and the peculiarity of his He is the only 
character, who helps to introduce the hero who serves as a foil to 
the latter and who is the only medium between the hero and the 
other characters on the one hand and between the hero and the 
audience on the other One might even go to the length of saying 
that m all such plays the hero is introduced m all his relevant per 
sonality by the Vidu^aka and the Vidu§aka alone. He introduces 
not only the character but the scene and the situation as well The 
audience is, amused and instructed when the Vidu§aka describes in 
homely and humorous phrases the scene laid In most of the Sans- 
krit plays whether earlier or later, the Vidu?aka is utilised to gne 
the description of the particular scene surroundings and time Thus 
in S V IV Vasantaka describes the sights of the garden* The 
Vidusaka always speaks m the Prakjt dialect let us remember 

( 11 ) The Vidiijaka appears to be a man of wide experience and 
keen observation He is made responsible for some of the best say- 
ings It is a speciality with him to summarise in pithy phrases,, 
social experience and outlook Strangely enough in his, early days 
he is one of those shrewd men who know what to say and when and 
where Thus in the Mrchh III he protests that he is not such a 
fool as not to know when and where to joke (yatb5 nama aham 
murkhah tat lam panhasasya api desakalam na janami) When a 
nght thing is done in a right way the Vidusaka is not slow to appre 
ciate it In the S V he compliments the King on his proposed visit 
to Padmavatl as that lady is suffering from headache ‘ Behaviour 
begets behaviour" is his word of wisdom (Satk5ro hi nama sat- 
karena pradstah pritim utpadayab) Similarly in his usual homely- 
allusions could be seen his keen power of observation That the 
Vidu$aka was keen and clever is borne out by some of the later classi 
cal plays which retain this trait of his Thus however different the- 
three Vidusakas in the three plays of Kalidasa might be all of them 
are men of experience and observation and could give utterance to 
simple and sensible truisms * The fact that the Vidusaka is a Brah 
mm partly explains and is partly explained by this feature A Brah 
min was then generally respected as the repository of knowledge and 
experience and a Brahmin was the only one qualified to teach and 


3 Also cf Rat I A Sak. II Malav III Mrchb VI etc. 

4 For a further analysis of Kalidasa s Vidusaka see Chapter XIII- 
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criticise. In a Brahmin Vidu$aka therefore any statement would 
both be understandable and justifiable. Instances might be multiplied 
to show how the Vidusaka and the Vtdu$aka alone is made the mouth 
p ece of common sense truths The following would give an idea of 
Kalidasa s Vidus aha 

(1) lotrena gjhitasya kumbhllaLasya asti va prativacanam— 
What could a thief caught red handed say 7 (Vik II) 

(u) pravpi nadi lva a prasanna gata devi — The Queen is as 

dir.tu.bing (ie enraged) as a nver in rainy season 
(Vik II) 

(m) chinnahasto matsye palayite nirvinno dhivaro bhanati 
dharmo me bhavi>y ati lti — The dejected fisherman when 
the fish escapes him might say he has done a merito- 
rious deed in not killing it (Vik III) 

(iv) alam atra ghmaya aparddhi sasamyah— Show no mercy 
An offender must be punished <\ ik V) 

(v) kadapi satpurusah goka vaktavya na bhavanti nanu 

pravate pi mshampa girayah— Good (or great) men 
never give way to sorrow Mountains do not tremble 
even in storms (A Sah VI) 

(vi) pandita pantosa pratyayS nanu mudha jatih— It is the 
fools that are always goaded by the approbation of the 
learned (Malav II) 

(vu) na khalu mata pitarau bhartrviyogaduhhhitam duhitaram 
drastum pnray atah — No parents could ever stand the 
miserable plight of their daughter separated from her 
husband (ibid) 

(vm) dandra ntura lva vaidyena uparuyamanam ausadham 
ichhasi — \ou are like a poor patient who longs for a 
doctors medicine (Malav II) 

(in) The Vidusaka is not merely an experienced man but his 
experience is cast in a typically Hmdu outlook He is a confirmed 
fatalist It is probable that he is usually called a Vaidheya — 
which means not so much a fool as a firm believer in Vidhi or 
fate- The half pathetic and the half-comic situations and sentiments 
of his reveal a man that Fortune s buffets and rewards hath taken 
with no thanks How piteously he complains in the Mfchh. that every - 
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thing goes wrong with him* (mama punar brahmanasy a sarvam 
eva vipantam pannamati) Neither in the S V nor in the A. sak. 
do we find the Viduraka on the stage to witness the happy reunion 
of the hero and the heroine It rs qui'e characteristic of him to be 
the unwilling victim of both pain and pleasure TV hat wonder then 
if he were to believe that against the freaks of fate a human being 
is helpless 7 Who can challenge Fate 7 Everything is so and so 
le as destined (anati kramamyo hi vidhih Idrsam ldamrn etat) are 
his words of consolation to the king in the S V Similarly m the A. 
Sak VI he consoles king Dusyanta saying that Fate is ever powefful 
(bhavitavyata. khalu balavatl) This feeling of helplessness and this 
fatalistic outlook of the Vidu§aka could be instructively compared 
with the unrealistic ravings and bragging of the hero — as he is 
usually found to be doing m roost plays 

(iv) The fore going is sufficient to show that the Vidu$aka is 
an experienced Brahmin of a fatalistic and resourceful nature. How 
or why is it that the Vidusaka is always supposed to be and in later 
Sanskrit plays is always represented as a fool 7 Why was a tradi 
tionally cultured Brahmin required to play a cultivated fool 7 How 
did a Brahmin come to be a Vidusaka and how 1 did a 
Vidu>aka turn into a perverted fool 7 These are the questions 
to be considered before a correct understanding of that 
character could be had 

Why was a Brahmin in the first place introduced as the Vidu 
§aka 7 The answer to this question has been already suggested above. 
The character of the hero was invariably too exalted from the point 
of view of social status and besides the hero as he is represented in 
almost all the Sanskrit plays is His Amorousness first and His 
Highness or Majesty next In all these plays moreover it is the 
private life and leanings of the hero that are to be represented Would 
such a royal hero condescend to talk of his love affairs to the ordi 
nary characters introduced on the stage 7 Could tht ministers and 
the menials and the maid servants be deemed qualified to talk openly 
with or about the hero in his love affairs 7 True the heroine is the 
fittest person m this respect But she is too shy and too noble to 
talk freely with or about the hero Moreover she is the end and not 
the means of the development of the love story Who but a Brahmin, 
then could be more suitable to cany out this responsibility 7 By 
birth he belongs to the highest caste by his caste he has distinctive 
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privileges and immunities. This sense of immunity helps to bring 
out the characters and the «ituation m bolder relief The Brahmin 
Vidusaka would be a fnend of a status sufficiently high for the king 
and would al«o justify the confidence placed m him Thus m the 
earliest plays we would imagine the character of a Brahmm intro- 
duced This character mu=t have sened the purpose of painting the 
hero in contrast to as well aS in some life like aspects This 13 the 
reason why the Vidibaka, m all Sanskrit plays speaks m a Prakrt 
dialect He mterprets the cultured and the cultivated sentiments of 
the hero to the populace 

For the functions he had to perform, it was not necessary that 
the Vidu^aha should be either learned or pedantic. Oftentimes as 
in the Avi II of Bha«a he is called an avaidika (le a heterodox 
fellow) he quotes the epic Ramayana as a natyasastra (a book on 
dramaturgy) and he compares him=elf to an uncultured prostata e 
(piakjta garuka) The various n a me s of his in the different plays 
are in themselves evidence to show that he made no claims to 
traditional or cultural learning*. Such names as Vasant a ka Ma- 
dhavya Manavaka Mai trey a etc. have no association with the promi- 
nent names in the history of Brahma me culture and learning In 
the plays too the responsibilities of the Vidusaka were not directed 
either at holy purposes and functions or at any communication with 
the higher worlds. What was needed of him was more of common 
sense and paradoxical as it might seem the Vidusaka had a fund of 
common sense. Moreover for the chief jid lively purpose of helping 
his hero-fnend m hi* love affairs the Vidusaka had to be a man 
loving intrigue and scandal As a Brahmin he had an inborn capacity 
for intrigue and scandal \s a member of the highest caste lie 
could poke his nose mto any affair and he could talk with an irres- 
ponsible laxity It was this capacity for intrigue and scandal that 
probably earned for him the name Vidusaka meaning a scandal 
monger (lit one who spoil* or disfigures) Thus in Malay I the 
king speaks of hi* friend Vidmaka as a karyantara saciva i e. a 
counsellor in a different rort of affair* Similarly m the same play 
the younger queen refers to the Vidusaka as Kamatartra saciva r e 
a counsellor in love-affairs (IV) 

We can now ®ee a* to how or why the Vidusaka de‘enora ed 
mto a cla^s cal fool The nature of the responsibilities he had to 
carry out brought him mto do=er and closer contact with the fema’e 
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world high and low in the play From the plays of Bhasa to those 
of 6n Har?a the Vidusaka moves m the world of the harem and the 
maid servants It is m these circumstances and not when he is with 
the king that the Vidusaka plays the fool He had to be amusing 
if he had to achieve his purpose. Being a clever man he knows his 
jokes with the maids and the menials as well as with the hero and 
the heroine It is the increasing association of the Vidusaka with 
the menials of the harem that is responsible for conveniently turning 
him into a fool Stupidity is the price paid by the Vidusaka to gain 
access into the world of the heroine and her associates One must 
he a deserving hero or a harmless fool to seek the company and the 
confidence of the beauties of the harem 

There is yet another feature that might explain why the Vidusaka 
had to be a fool It has long been the tendency of dramatists to 
represent their hero as a successful adventurer against innumerable 
odds To be a hero one has not only to meet but plunge into dan 
gers nay the greater the number of dangers the nobler hero one 
would be Naturally all sorts of dangers and complications were 
placed in a hero s path Some playwrights after Bhasa utilised the 
Vidusaka in creating such complications In adding to the comph 
cations the Vidusaka was only canying out his original responsibility 
of showing the hero in noblest colours The complications created 
by him an unfortunate pessimist and fatalist as he was could be 
•expected to be unfortunate ill placed and hence comic It was only 
a question of time that a Vidusaka who created such unfortunate 
situations should be called a fool Thus in the Vik II he commits 
the folly of letting out the secret of King Vikramas love for 
UrvaS In the Malav IV he talks aloud in his sleep and lets a 
similar secret out In Rat of course he is made to commit 
senes of systematic and| stereotyped follies It is however only in 
some of the later plays like tho^e of King Harsa that the Vidusaka 
is the traditional perfect fool Once he became that he ceased to be 
of any significance in a play If the Vidusaka is to be a perfect 
fool from the very beginning how could he serve as a medium be- 
tween the hero and the audience or between the hero and the heroine 7 
How could he be expected to raise laughter by his semi cynical gene- 
ralisations and his fresh and ill placed sallies 7 How could he inter 
pret the finer sentiments in popular language 7 He could do none of 
these Humiliated worn out and superfluous he became a sort of a 
laughing stock for the audience with his nose crooked his limbs 
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<defonned and his jokes stale He lost, his position and possibilities, 
his power and his freshness E\en before the play began we could 
■know what he was going to say He had grown too old to say 
anything new 


To complete the story of the Vidusaka reference will have to 
be made to his successors The onginal Vidusaka died ou f The 
•purpose however, for which he was originally required m a play 
remained This want was filled by tome later dramatists of power 
and originality by creating other characters It is however, to the 
credit of the Vidusaka that no single character could replace him 
Nowhere else could be found that combination of the smiles end the 
sorrows of the fun and the freaks of life. In the MM. of Bhava 
bhuti the character of Kamandaki is akin to the earlier Vidusaka. 
Like him she bungs the different traits of the hero and the heroine 
to the notice of the audience she introduces comic situations and she 
is a respectable lady of keen observation and wide experience. There 
was however no time for experimenting any further Sanskrit, as a 
language had died out long before Bhavabhuti Soon after Sanskrit 
ceased to be even a fashion. 


The Vidusaka could thus be said to have been introduced in 
"Sanskrit Drama from the early days The very nature of the plot 
and of the hero required that he the Vidusaka should be a Brahmin 
"busybody moving in aristocratic circles where scandal and intrigue 
are usually nfe. With the gradual change m life and manners he 
was first stereotyped and then taken to pieces where all the active 
dements were reduced to dull technicalities In the evolution of 
Sanskrit Drama itself the character of the Vidusaka had a place and 
a function By the side of the hero the Vidusaka is both the Sutra 
dhara and the Nap He introduces the story and amuses the audi 
ence Like the vi?kambhaka and the pravesaka he serves the pur 
pose of informing the audience of the incidents mainly connected 
-with the hero and supposed to have happened during the interval 5 
In this respect, he recalls to our mind the ehoms of the Greek plays. 
The Vidu-aka has stronger affinities to the chorus than has the 


5 Cf A Sak Opening of Act II 



72 DRAMA IN SANSKRIT LITERATUTE 

prastavana or the Sutradhara He is the only character who offers 
the dramatists a most convenient, powerful and happy chance to 
moralize. So did the Greek choms Above all it (the chorus) gave 
the poet an opportunity of commenting and moralizing upon thee 
progress of the events m the play proper It should be added that 
the Vidusaka alone in the dramatic world could boa't of com 
mentmg and moralizing on the progress of the events not onl, 
in the play proper but in life itself on the whole. Not merely- 
does he instruct us from a height but he does interest and amuse us 
from our very midst 



CHAPTER XI 
EARLV PLWS 
(Bhasa) 

la the foregoing chapters we have described with relevant 
oetails some of the earliest features viz the Sutradhara the prasta 
vana the Vidusaka etc m the development of Sanskrit Drama We 
shall now turn to the stud} of some of the earliest plays themselves 
The task here is more difficult Chronology is the one stumbling 
block in the course of the history of Sanskrit literature. It is un 
fortunate indeed that a literature that can boast of gTeat thinkers 
like the authors of the Upamsads of great storytellers like the 
authors of the two epics and of inspired poets like Kalidasa— should 
leave in its trail no information at all as to the time and life of 
these accomplished writers In spite of the honest and laborious 
research work of the Western as well as of the Eastern scholars we 
are still groping in the dark region of probabilities The mea 
greness of the material data too has been responsible to an extent 
for the mischief of fanciful imagination or of prejudiced dogmatism 
Nor is this all Though we know nothing for example of the 
personal history of Kalidasa we are fortunate enough to know that 
he is the undisputed author of the great play— the Abhijfuna 
SJumtalam though we cannot say definitely when and where 
Parnni lived we know this much for certain that there is no one 
tl_e to chal’enge his authorship of the first systematic grammar of 
the world These writers are forturate indeed when compared to 
certain others who are sometimes denied even the cred-t of authorship 
One of such latter is the dramatist Bhasa That th°re was a 
dramatist named Bhasa is undoubted That he was a great drama 
tist is equally undoubted on the evidence of Kalidasas Alalav 
mentioned already From Bana (7th century ad) and Raja-ekhara 
filth Century a d ) we know that Bhasa was a well recognised 
dramatist. But it was only quite recently that MahamahopadhySya 
T Ganapati Sastri published in the Tnvendrum Sanskrit Senes some 
thirteen plays which he a sen bed to Bhasa These plays should give 
us an idea of the earlv San«knt stage provided they are the works of 
Bh3«a referred to by Kalidasa and others Un'ortuna °ly Bfca a s 
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authorship ia not unchallenged. At present, there are three views on 

this question 

(1) the one that insists that all the plays are the works of Bhasa 

(2) the second that insists as vigorously that none of the 

thirteen plays could be ascribed to Bhasa and 

(3) the third that insists on not msistirg either way i e. which 

believes in a careful and compromising study 

The Editor of the T S S. was an ardent advocate of the first 
view In his introduction he has shown certain peculiar features 
as common to all the thirteen plays and has based h s conclusion on 
these. The features re f eiTed to are as follows — 

(a) All the plays open with the same stage direction — nandyante 

tatah pravbati sutradharah after the benedictory verse 
enter the Sutradhara 

(b) The prologue in all the thirteen plays is called SthapanS 

and not Prastavana 

(c) Usually in all the later classical Sanskrit plays the drama 

tist mentions in the prologue his name fame etc. (cf 
the plays of Kalidasa Bhavabhuti Visakhadatta 
Sudraka Bhatta Narayana etc) But all these thirteen 
plays agree in the fact that there is in the Prologues no 
mention at all of the author etc. 

(d) The bharata tdkya ends everywhere with the prayer May 

the mighty King rule over the whole earth (inam 
api mahlm krtsnam rajasimhah praSastu nah) 

(e) A structural similarity obtains in some of the plays e.g 

in the opening verse the names of the characters are 
interwoven a figure of speech technically called the 
mudralcmkara 

(f) There are deviations from the rules of Bharata and Parum 

It is not within the scope of the present work to discuss the 

above points and their implications. One thing is certain viz the 
style of all these play’s shows that they are essentially meant to be 
represented on the stage- The rumdi verse (see point (a) above) 
belongs more to the actors than to the author It is part of the 
stage worship by the actora The opening verse of a play is the 
author’s and hence it cannot be said to be a nardi In the case of 
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the opening verse, therefore, the definition of a nandi does not 
apply says Viiwanatha So we find (in a play like the Vik.) 
-that some older manuscripts read the first \ erse after the stage direc 
tion nandyante 1 e after the nandi 1 2 It is only an illustration to 
■show that the six features which the Mahamahopadhyaya finds pecu- 
liar are either insignificant or not to be found in each and every play, 
nor are they usually to be found all in one and the same play 

On the other hand there are some obvious grounds to bdieve 
that the authorship of these plays belongs to more than one person. 
In the first place the S V the P \ the P R. and the Prat, are 
the only plays that show all the six peculiar features described 
above. Secondly these four plays can be distinguished from the re 
maining nine on the ground of the preponderating number of Sloka 
verses in the former * Thirdly may be mentioned the fact viz that 
characterisation in the^e two groups is of such a different nature as 
to warrant different authorship The Prat and the Abhi for 
example are both based on the Ramayana story and yet there is a 
significant difference m the two plays with reference to Rama& 
character In the Prat R2ma is great because he is an ideal son, an 
ideal brother and an ideal husband All his actions and thoughts 
■are such as are within the sphere of mortal activity In the Abhi 
on the other hand Rama is God incarnate In a number, of places 
he is mentioned as such In Act I Sugnva addresses Rama as deva 
— God 1 (1-8) Rama is Sridhara he is the Lord Madhusudana 

himself irrespective of anachronism (prabhur v5 madhusudanah 
1 32) he is the Lord of the Universe (bhjvanaikaiutha III 21) 
Lord of men (nrdeva III 27) Lord (deva IV 13 14) Puru'ottama 
(VI 27 28) and finally he is completely identified with Visnu 
(visnur bhavan, VI 30 31) Likewise a contrast could be observed 
between the P R. on the one hand and the M V the D V the D G 
the KJJ and UB on the other (All these six are based 
on the Mahabharata episode) Krsna is a divinity par excellence 
in the last five plays In the D V he is identified with Visnu and 


1 evara adi?u nandi Iak$3nayogat. ata eva piaktana pustakeju 
nandyante sutradharah ityanantarcm eva vedinte$u ltyadi sloka 

lekhanam djsyate. (S D p 28) 

2 For a further analysis of these plays see the present venter’s con 
tnbutions to the Indian Antiquary \ol L\ 1931 pp 41-45 and the Bulletin 
of the Sanskrit Literary Association Karcatak College Dfcaiwar for the 
year 1930-31 
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the four divine weapons personified are introduced on the stage. In. 
the DG Kn?na is Lord Naray ana In the UB Duryodhana of alt 
. — he who had thousand and one grievances against Kisna — declares 
in his dying breath that in being killed by Rr^na he was killed by 
Han the beloved (Lord) of the World (jagatah pnyem harina. 
35) The Bal is full of miracles from the very beginning Lastly 
may be mentioned an important technical difference between the *wo 
groups The Prologue is called Sthapana in the four plays of the- 
first group Of the second group the K B has the words it! pras 
tavana instead of lti sthSpana the D G in the opening verse, 
uses the word prastavana in connection with a nataka and the 
Sutradhara May the Lord who is the sutradhSra that introduces 
and develops the eternal drama of the three worlds protect us 1 
From such references would it be too much to infer that the two 
groups are not only not the works of one and the same author but 
that they belong to two entirely different times the first group being 
earlier and the second (wherein are to be found elements like the 
prastSvana the deification etc ) later ? It was shown above how the 
SQtradhara was the earliest and the prastavariS a later technical 
dement in the development of Sanskrit Drama In that case, we 
can reasonably believe that the four plays of the first group belong 
to a period much earlier than that of the remaining nine. Though 
among the thirteen plays we find some earlier and some later, we 
can reasonably believe that all the thirteen belong to the earliest 
period m the history of Sanskrit Drama (Those attributed to 
A5wagho?a might be earlier still but as they are not available except 
in fragments they do not much affect the present statement ) It is 
for this reason that we find among the thirteen p'ays certain devia- 
tions from the rules of both Pamni and Bharata The N S is an 
elaborate treatise, which presumes a sufficiently developed stage It 
would be unreasonable therefore to expect the earliest plays to 
accord with the rules of later treatises * 

There is another circumstance which speaks of the antiquity of 
the plays under consideration it is the style and the treatment In 
none of these plays do we find a highly artistic development It is 
as ip the ca®e of the epics the story of narration that is, more mte 
re=ting than the art of narration Nay the fact that most of the 

3 Ioka traya virata nataka vastu t antra 

prastavana pratisamapana sutradharah. 
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plays treat of the epic episodes would tempt one to belie\e that these 
plays drew inspiration directly from the epics The popularity of the 
•employment of the epic metre strengthens still more such a belief 
We have seen already how Sanskrit Drama owes its origin to the 
epic recitation. In the face of such circurrs.arces v oula i* rot be 
reasonable to hold that these plays based so essentially a» they are 
on the epic style and subject matter represent, almost certainly the 
earliest stage of Sanskrit Drama 7 Even those deviations from the 
rules of Panrni could then be reasonably understandable — since the 
plays must have been written m the popular style of the epics It is 
interesting to note in this connection that in the K. B one MS 
reads kat acankam scrraptam (thus ends the Amou r Act) instead 
o f Kama bharam avasitam (thus ends the play Lama bhara) 
Similarly three out of the five MSS of the Abhi read Sn jama 
yanam san.a plain (thus ends the hol> Ranayana) instead of abfu 
sekanatakam samaptam (thus aids the play Abhiseka) All these 
facts justify one to conclude that there must have been an attempt 
to dramatize the epic episodes Similar attempts might have been 
made with the Rfimfiyana though we have only the Prat and the 
Abhi (which be it noted cover between themselves the whole Rama 
story ) 4 Such a tendency is easily understandable. From the very 
beginning the epics had attained an unparalleled popularity Even 
in modem India the recitation of the two epics is earned on with 
sanctimonious regulanty If we bear in mind that the form of rar 
ration in the epics especially m the Mbh is predominantly that of 
dialogues we should not be surprised at the attempts to dramatize 
the episodes therein The task was not only tempting and in pmng 
but an easy one The earliest dramas are thus merely the first at 
tempts of the Suta to popularise the epics by representing their 
themes on the stage. It is somewhat interesting to note that a legend 
speaks of Bhasa as a dhavaka i e a man of lower social stafiis. 
Bhasa might not have been an actual suta of the epic traditions but 
he might have been of a sufficiently low ongin and further suffi 
ciently qualified to continue the suta tradition of popularising the 
epics Unless we take these plays a» the earliest attempts m this 
direction we cannot satisfactorily erpJam defects m technique hke 

4 The story of Rama is to be found e\en in the Mahabharata (III) 
As a matter of fact the Abhi ending with the coronation of Rama, covers 
the entire *tor> as narrated in the Mbh The abandonment of SIta etc. are 
■not to be found in the Rama story of the Mbh. 



78 DRAMA IN SANSKRIT LITERATURE 

disregard of tune or place side by side with poetry of a high quality 
Drama as such was still m its infancy We find herein more of the- 
epic style of narration than that of artistic arrangement In plays 
like the M V the D G the U B the B31 etc there are fights on 
the stage which are half artistic In the Bal (III) v;e have a refer 
ence to dance (halhsaia) and music (atodya) In the same play 
(V) there is boxing of Canura and Mu$tika In the U B (9) we 
read 

carfm gatim pracarati praharaty abhlksnam 
samsiksite narapatir balavanstu bhimah 

The King (le Duryodhana) is graceful in his steps and quick- 
er on the weapon he is a trained fighter but Bhima has more of 
physical strength. 

The words cart (a dance ctep) ard scitistksita (trained) show- 
that dancing as an art had found a place in dramatic representation 
Bharata is not so unreasonab’e when he says that the first perfor- 
mance was a samavakSra representing the fight of the Gods with the 
demons The brilliant device of introducing dance on the stage as in 
Kalidasa s Mai has here its crude beginnings 



CHAPTER XII 
MAIN TENDENCIES 
(A) Social Conditions 

In the last chapter an attempt was made to show that the 
thirteen plays a=cnbed to Bhasa belonged to the earliest period m 
the history of Sanskrit dramatic literature. Whether all thirteen are 
or are not written by B hasa is immaterial for the present purpose 
viz to find out the relation of these plays to contemporary social 
life Since no one date is universally or with certainty accepted it 
is better to view the question from another point of view le to 
find out the social conditions as reflected in the thirteen plays 

Could we presume in the first place, that a dramatist doe* 
necessarily represent contemporary social life and manners’ Does 
he represent the world as it ts or as he finds it or as he would like to 
find it ’ Though it is difficult to answer these questions it might be 
asserted in the present context that a good dramatist could not 
avoid depicting the tendencies if not the tangibilities of his time* 
It is more in the details and development than in the plot or pre 
sentation proper that one could reasonably detect the social and 
cultural background of the dramatist 

From such a point of view the society represented in these 
thirteen plays seems to be comparatively a primitive one. The con 
ception of society as such as we have it now is still not to be found 
It is the family the group of blood relationship that is recognised in 
a sort of social aspect Family forming the one group of co-opera 
tion, is idealised The sanctity and the claims and the traditions of 
the family come above all Each and every member of the family 
owes allegiance to the family It is his bounden duty to respect and 
preserve the family traditions The thirteen plays under discussion 
are scrupulous and unanimous in this respect. In the P R for 
example, a family is said to be ruined even if an individual member 
misbehaves. A man with no character bums away hi* family 
(1 12) Members of a family will have to run away if one of 
them loses character (1 12) In the Prat when Rama the Iegx 
tunate heir to the throne is duly crowned hi* brother Satrughna says 
By this coronation of my elder brother the stain on our family is 
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wiped out (VII 13) Similarly in the Abhi Vali the monkey 
chief entreats from his death bed that his brother Sugnva should 
continue the good traditions of his family 

vimucya rojam pangrhya dharmam 
kula pravalam pangrhyatam nali 1 
Give up your anger ard take up according to Dhanna our 
family traditions 

In the same play Slta prays that her husband be victorious if 
she has never violated the high family traditions 2 3 * 

With this attitude towards the familv it is no surprise if blood 
relationship is held in high sanctity Members of a family are 
always believed to be identical rot only in conduct and character 
but even in the details of their physical features Instances even at 
random might be multiplied Remarks like aho surra sadrsyanv— 
aho Ttipa sadnyam — Oh ' what a resemblance of voice ' of form and 
figure ' etc are strewn over Oftentimes they seem quite far fetched 
and ridiculous Tims in the Prat (IV) Sita goes forward to meet 
Bharata but the resemblance between the brothers Rama and Bha 
rata is so close that she mistakes the latter for her husband ' In the 
MV the voice of Ghafotkaca misleads Bhima who takes him for 
one of Arjunas sons (since the children of two brothers would belong 
to the same generation) while Ghatotkaca is the son of Bhima him 
self Blood is so important that it could determine on its own 
strength even the character of an individual For this reason the 
queen in the Avi is surprised that a heroic youth, who rescues her 
daughter, should be an tmtyaja — a low caste fellow* 

Family was thus the recognised social unit This fact is sigru 
ficant in another respect It helped to determine the place of a 
woman in a society A woman from her very birth, was a problem 
A father of a daughter to be married has enough to worry about 
says the king in the Avi (I) A woman too could destroy a 
family bv her misconduct A womans faults cost the good name 
of a family By the fault of a woman a good man, in a bad family 


1 Abhi 126 

2 lswarah, atmanalj kula sadrsena cantrena yadi aham antisaranu 
ary a putram aryaputrasya vijayo bhavatu (Abhi V) 

3 akulmah katham evam sanukraso bhavet How could a low bom 

man be so sympathetic 7 Avi I 
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is destroyed (mviste duskule sadhuh strido^sneva dahyate. (PR. 
1 14) A womans capacity to destroy was greater than that of a 
man In her life time a woman would be a member of two families 
— that of her parents m the beginning and that of her husband later 
The King in the Avi says as much kuladvayam hanti madena nan 
A woman by her bad behaviour destroys two f amili es (13) As 
for the girl herself the time before mamage was happier than that 
afterwards For tms reason the female friend in the S V tells 
Padmavati to enjoy before she is given away in mamage (rnrvar 
tyatam tavad ay am kanyabhavaramamyah kalah I ) Once named 
the girl became merely the property of her husband In the Prat. 
Lakgmana does not attempt to dissuade Sita from following her 
husband to the forest Why shou'd he’ \ wife is her husbands 
property (bhartr natha hi nary ah Prat I 25) In addition to this 
general pnvilege of being treated as a chattel a woman of aristo- 
cratic traditions enjoyed the right to lne a sequestered or purdah 
(avagunthana Prat It life 

The married woman howe\er was compensated in some ways 
for this loss, of human rights Within the four walls of a family she 
wielded authority and commanded high respect as a mother Even 
Chatotkaca a being of Rak$asa traditions speaks highly of a mother s 
position 

mata hi manusyanan daivatanam ca daivatam 
A mother is a deity indeed to men as well as to gods M V 
37) 

The chief characters in all these plays are more usually address 
ed under a maternal appellation Thus Rama Laksmana and Bha 
rata are addressed as kausalyamatak (one whose mother is Kausalya) 
'ntmilra matah and kaikeyi matah respectively Dury odhana is 
gdndhau matah Kamsa and Vasudeva address each other (Bal ) as 
sauraseri matah and yadaii matah respectively Where a married 
woman enjoy ed such honourable position there was no place for some 
early and less refined practices like the myoga — the 1 evirate sys 
tem Rama in the Abhi accuses Vali of unlawfully living with his 
own younger brothers wife. Never should an elder brother live 
with his younger brothers wife (na tveva hi kadacit jyesthasya 
yaviyaso darabhimarsanam — I) 

The only other social unit, bigger than the family and closely 
Tout on the same ties as blood relationship and heredity was the 
s. l. — 6 
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caste. The Brahmins and the Ksatnyas are referred to as the higher 
and the more important classes The Brahmin however has an 
undecided superiority over all others In the PR. the universally 
respected Bhisma himself says that Drama is superior since you 
fie Drain ) are a Brahmin and I a Ksatnya. (dvijo bhavan k?at 
nya vamsaja vayam PR. I 27) Even Kama m the KLB says that 
he \ ould never go a g ams , a Brahmin (brahmana vacanam lti na 
maya atikranta purvamj Circumstances too are such as to justify 
a Brahmins superiority Sacrifices must have been still m vogue as 
it would appear from the enthusiasm and the elaborateness in which 
they are described at the opening of the P R People believed in 
the efficacy of the Vedic rites* In everv way the customs conven- 
tions and superstitions m vogue speak of a well-established priest 
craft Oftentimes the very plot of a play is highly illustrative in 
this respect The story m the S V and m the P Y is possible only 
because the minister Yaugandharayana believes in the fortune telling 
of a Siddha. Similarly Kaiheyl in the Prat takes upon herself the 
unpleasant task of sending Rama and others into exile in order that 
a sages curse may not be falsified Her own words (VI) are definite * 
apanhararuyo mahars^sapah putra vipravasam vma na bhavati The 
curse of a sage could not be averted nor was it possible (to mini 
mise its dangerous results) except by sending the son into exile. 

In such a society of customs and conventions and ritualism a Brah 
min was expected to be well versed in so many lores Thus Ravana 
disguised as a Brahmin m the Prat mentions the various lores he 
knows Manus Code of Law Maheswara "Yoga the Politics 
of Brhaspati the Nyaya of Medhatithi and the Pracetasa rules in 
ritualism (sraddha kalpa) Teaching centres too must have exirt 
ed In the S V I the si-»ya mentions Lavenaka m the Vatsa country 
a^ a centre of education. 

The life of the Ksatnyas on the other hand, seems to have been 
a hard one From the SV and the Avi one could easily see that 
the country was divided into a number of petty principalities A 
Ksatnya was brought up in a martial atmosphere To fight was h.s 
one creed in life. It was either to die or kill on the battlefield but 
never to be defeated Thus the old king Virata in the PR says that 


4 Cf hutam ca dattam ca tathaiva tisthati Whatever is offered in 
a sacrifice or is giv en in chanty lasts eternally i e brings eternal bliss " 
(K. B 22) 
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he would acquire fame if he dies or in case he releases the cows from 
the enemies he would acquire merit, (mdhnnam api yasas syat mok 
sayitva to dharmah — PJL II 5) Similarly the boy Abhimanyu 
says that a hero must either die or conquer on the battlefield (ava 
syam yudhi viraijam vadho va vijayo tha va — PR III 5) 

Political life under «uch circumstances cannot but be very un 
settled A ksatnya prospered acco'ding to his power So as in the 
SV and the avi we always find a king quarrelling with his neigh 
bour A Ksatnyas career was m his weapons (fcanadhma ksatnya 
nam pravyddhih — PR I 24) Am adventurer could cane out a 
kingdom for himself No wonder that Duryodhana ridicules the 
Panflav as when the latter negotiate for a share in the kingdom 

raj} am nama nrpatmajaih sahjdayair jitva npum bhujyate 
tal loke na tu vacyate na tu punar dinaya va dlvate 

(DV 24) 

Princes should conquer their enemies and then rule ard enjoy 
a kingdom Nobody ever begs for a kingdom nor does any one 
give it m chanty 

Even after conquering it was not «o easy to maintain it Each 
and every pnree was waiting to grab it at the earliest opportunity 
So in the Prat Rama advices his brother Bharata not to neglect the 
kingdom for a moment (rajyam nama muhurtam api na upeksam 
yam Prat IV) Conspiracies might be hatched within the very walls 
of the palace So even SIta is «lightly cynical when she hints that 
irtngues region in palaces ( bahu vrttantam rajakulam rama Prat I ) 
justice popularity leniency etc. are more in the diplomacy than 
m the doctrines of the day It is difficult to see the motiv e of the old 
king Vira.{a when he feels ashamed to levy taxes without offering 
protection in return (mrlajjo mama ca karah kaiam bhunkte, PR 
II 3) The virtuous protection is so ill placed The freedom of 
style and the frequency of situations in which fights are usually des 
cubed in these plays the way tn which Vali is lolled on the stage 
(Abhi I) or that in which Kam«a dashes presumably on the stage 
i baby against a rock (Ba! I) — —all this shows the roughness of the 
path that led to the throne. 

The unsettled political conditions are further reflected in the 
bias against town life. The plays rarely let go a chance of showing 
disgust towards the turbidity and the turbulence of town life When 
people are being pushed away even m the forest with the roughness 
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of policemen ^augandharayana exclaims— upavanam gramlkarotl 
ajnaya. Authority (ie. the use of it) is turning the forest pre- 
cincts into a tovn (S V I 3) Similarly the sight of dust and dm 
is immediately associated with a town, (vanam idam nagarikaroti 
— this forest is changing into a city Part VII-4 ) 

In such a society it is a satisfaction to find that art has advo 
cacy and appreciation Dancing is very frequently mentioned and 
introduced in the Bal Even when a fight is going on the spectators 
dc not fail to notice the graceful steps of the fighters Thus in the 
Abhi \ 1 14 the Vidyadhara notices the fighters stepping a can 
(caribhir etan panvartamanan) Music too held a high place. 
Queen Vasavadatta in the SV is said to play on the tim In the 
*\i too the hero is a connoisseur of music (Act II) In the pro- 
logue to the Prat the nati is called on the stage for no oJier purpose 
than singing Painting was ano'her art which had worked up its 
place to the royal courts Thus a the D V Duryodhana is looking 
at the picture wherein the episode of Draupadi being dragged by hair 
is sketched The words in which he descnbes the picture are suffi 
ciently technical to show that painting was appreciated and cultivat 
ed as an art aho asya vamadhyata aho asya bhavapannatfi aho 
yuktalekhata What a proper placing in the colour How fittingly 
does it convey the feelings 1 Oh how proportionate are the lines and 
the perspective * Lastly drama ard staging are mentioned m con 
rection with extraordinary or festive occasions Thus at the time 
of Rama s coronation, m Prat I the mails are making arrange- 
ments m the music hall (sangjta sala) The actors (called nataki 
ya s) have been asked to represent a play What is still more inte- 
resting the actors have been instructed to select such a play as would 
suit the occasion (kalasamvadma natal ena) Would it be too much 
to believe that play acting had reached a stage where 1 it could meet 
the demands not only of the audience but of the occasion 7 


(B) Tendencies of the Early Drama 
The history of social life sketched so far should if it were known 
to us in some firsthand authoritative form have been the back 
ground of our study As it is, the intriguing situation anses of first 
reconstructing such a history from such a literary material and then 
studying those very literary models in the light of the history thus 
reconstructed As Carlyle says In any measure to understand 
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the poetry to estimate its worth and historical meaning we ask, 
as a quite fundamental inquiry what that situation was’ Thus 
the History of a Nation s Poetry is the essence of its History politi 
cal economic scientific, religious 5 Thus with no desire o offer 
any further justifica*ion it would be noted as the only netnod cf 2 n 
honest study 

In what relation do the thirteen plays under question, stand 
to the society depicted above 5 How far do they represent the con 
temporary social tendencies 7 What place do they occupy in the 
history and de\elopment of drama as an art ? These are some of 
the questions to be answered here. That the drama was recognised 
as a cultured entertainment for the rich and the poor alike is evident 
from Prat I referred to above Singing and dancing had already 
been incorporated in the acted play There is only one thing which 
strikes even a casual reader of these plays All the plays are promi 
nent in betraying their inspiration mainly from tradition The story 
of King Vatsa (the SV and the P \ ) on one hand and those from 
the epics on the other go to prove that the avowed object of the 
dramatist is to sing the glories of the highest god and of the highest 
man of Vedic traditions The cult of sacrifice is upheld and applaud 
ed (P R I) The gods of the heroic age — Rama and Krsna — are 
the subjects of devotion and description in the Prat the Abhi and 
the Bal The very godliness of the gods is that handed down by 
the epics Of the two Krsna is a greater favourite since he is identi 
fied more frequently than Rama with the highest God It is 
Krsna again to whom the divine miracles are attributed (Bal ) 

Thm the epics influenced these early plavs to an essential extent 
is obvious not only from the stories but from the style in which they 
are depicted Narration and description as in the epics still form 
the foremost feature. Features that distinguish drama from hterarv 
are in general net prominent yet Construction ard character! 
sation are still in a nascent stage. Some scenes here and there have 
in them the making of dramatic art eg (1) in the SV the King 
dreams about his first queen whom he believes to be dead but who 
as the audience knows is still alive though di«gm«ed and is actuallv 
present on the «tage (2) the way in which Bharata in the Prat 
comes to know of his fathers death from the latter s carved figure 
m the House of the Dead or < 2 ) the scene where Abhimanvu the 


5 Miscellanies m pp 292 3 
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son of Arjuna is brought face to face in the PR with lus father 
and uncles who are living incognito just then Such scenes however 
are not only rare but are often introduced in crude abruptness and 
developed with no delicacy Thus in the Prat though the scene is 
dramatic its very possibility is out of question The time required 
to fetch Prince Bharata from the house of his maternal unde is 
ridiculously short but, in that short while, not only is King Dasa 
ratha dead but his figure carved and placed in the House of the 
Dead (to top that Bharata is aware of such a place for the first 
time 1 ) It seems as if the roughness of the social life is reflected in 
the crudity of the plays They are typical of the age in which they 
are written They are virile they are forceful they move with 
speed and determination but they lack that harmony and delicacy 
which alone could sustain the virility by making it attractive 

The social conditions seem to some extent to have checked the 
development of the art in one respect The authors of all these 
plays are not only dramatists but teachers in morality The lessons 
taught are of course elementary It is that universal yet primitive 
sentiment which another great dramatist of another time was to 
express with due protests 

O thoughts of men accurst 

Past and to come seems best * things present worst « 

This fatalist outlook an outlook more likely than any 
other to prove fatal to art is to be discerned m all these 
plays It is all the sadness and the wickedness of the world that are 
held before us as the curse of this life and the cause of the life des 
tined to come God has been represented throughout mere as a 
punisher of the wicked than as a protector of the good Even the 
historical hero — King Vatsa — moves in a world of the evil mevit 
able The youthful and heroic prince Avimaraka is labouring under 
the curse of a sage as he steps on the stage. It is true that most of 
the plays end m a happy union or reunion of the hero with the 
heroine That is only a superficial aspect and should not lead us 
blindly to believe that all these plays are comedies much less to 
generalise that tragedy in art is unknown to Sansknt drama Who 
could be deaf to the eloquent pleading of all these plavs on behalf 
of man helplessly fighting against fate’ The Vidusaka m SV 
(Act IV) is a true representative of the age and of the dramatist 


b King Henry TV u Act i Sc m 
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when he sadly sings the tune anatikramaruyo udih Idrsamidamm 
etat Fate is difficult to be overpowered well tis so and so 
that even the greatest should and snail suffer is a sentimen.. express 
ed with conviction and consistency This sertiment is the very ele 
ment of tragedy in drama It is only the ferv ent faith of Hmcuism 
that saves the hero from being placed as the Shakespearean tragic 
hero is in such circumstances that his fall is assured The tragic 
element however is to be «een m the fact that the hero is placed high 
above all the characters before he is made to suffer And here does 
the dramatist, assume the role of a teacher in morality The wicked of 
course pay with life for their wickedness, while good character in itself 
is no guarantee to any exemption from occasional or inevitab’e lapses 
The five one act plays based on the episodes of the Mahabha 
rata lend support for admitting such a conception of tragedy D V 
DG and US are plays where Duryodhana is the central figure 
He is not however the mean minded self-centred sinful demon 
that he is lit post-epic tradition. He is a true representative of the 
■dramatists age arrogant, adventurous consistently unscrupulous 
and brutally reasonable. Inevitable doom darkens round such a char 
acter as mgnt tnat hovers slowly phantom like and fear inspiring 
round the timid and sinful hearts The most noble Kama (m K.B ) 
is made a victim of his own nobility and all because he was chival 
tous and sincere in siding with the wrong This tragic element as 
*aid above was saved fateful concisions because of faith on the one 
hand and of ignorance on the other The Hindu mind defied history 
by persisting in its belief of a happier life and a happier world to 
come. Present life and the earthly globe were presumed at the very 
beginning not to bring in any happiness No hopes no despairs no 
desires no achievements The character of the Vidus aka is symbo- 
lic of this attitude He is a man destined to eternal disillusionment 
— where happiness is concerned The hero and the hem me mav 
be united but he him elf is never destined even to be present on 
■such occasiors (cf S V \ Sak Vik etc.) In thus creating a symbol 
for its age and its expression the drama of Bhasas dav-s could be 
said to have made the first advance towards art The social 'ur 
roundings were not as yet such as could ensure it a happy rapid 
and healthy growth Drama now was not -o much a representation 
of mans life m the world as o' mans position in the world The 
dramatist desired not to construct the fac*s of 1 fe but to convey 
sen«e of the forces in life. 



CHAPTER XIII 
KALIDASA 

So far we have seen that the ear]} Sanskrit pla>s (i) were more 
or less inspired by and thus, ba-ed on the epics ( 11 ) were narrative 
in form and development (in) were staged in the open as the 
absence of stage-directions indicates and for the very audience to 
which the Sutd m earlier da>s recited the epics and (iv) that the 
authors of these plays were first moralists and then artis's if at alL 
When we come to the next known pencd to be studied in this chapter,, 
we notice a great change with respect to all these above four po-nts 

If one were to speak on the evidence of plays available one 
would say that from the first century B c or k d there was a com 
plete blank Is, it possible that during these 300 years or so no dra 
matist was bom or that Sanskrit d ama was no’ at all encouraged 5 
It is true that as history tells us the cultured ascendancy during 
this period belonged not to the Aryan society in the north but to 
the Andhras, etc. 1 e to the adventurers of the non Aryan community 
in the south. In spite of these circumstances however it seems that 
Sanskrit literature uas encouraged only patronage now passed into 
the hands of the foreigners like the Scythians established in the west 
and of non Aryan royal families Ills the Andhras etc in the south. 
As has been suggested 1 2 already these foreigners as the inscnptiona! 
evidence snows extended whole hearted patronage to Sanskrit lite- 
rature and the Vedic traditions 

The evidence of the literary materials too leads to the same con 
elusion The plays next avfnlab’e immediately after those studied 
so far are those of Kalidasa. In the prologue to one of his plavs he 
refers to earlier dramatists of whom only Bhasa is known to us’ 
Secondly the \ ery' excellence of Kalidasa s play s presupposes many 
more earlier dramatists Lastly we have evidence in Kalidasa (as 
will be seen below) which shows that drama had been developing 
and had actually developed by his tore to such an extent as to 
deteriorate into a fixed lifeless form It was the genius of this, great 

1 \ ide infra. Chap VIII 

2 prathita yasasam B! asa saumilla k 2 iputradinaro p-abandhait 
atikramya etc. (Malav Prologue) 



KAUDVSA 


89 


dramatist that not only sa\ed drama from degradation but raised it 
to an artistic source of joy — even at the nsk of temporary (or con- 
temporary unpopularity) 3 

Kalidasa is the reputed author of three San'knt plays — the 
Vitaamorvasiyam the Malavikagmnutram and the Abhijnana Sa 
huntalam. The first and the last deal with stones from traditional 
mythology (purana) and traditional history (ltihasa) The hero of 
the second mentioned play is King Agmmitra— thi son of Pusjamitra 
who in the early part of the second century b c. founded the Sunga 
dynasty 4 5 Thus it appears that even m Kalidasa the same tendency 
as m the early days is to be found in smgmg of the glonous past 
That, however would be a hasty judgment Kalidasa, as could be 
seen from his plays is first and foremost a student of art In all his 
three plays singing dancing painting etc are introduced in words 
and circumstances that reveal Kalidasa as an expert connoisseur and 
critic What is more to the point is his views on drama. To him 
drama is not, as to the early writers a popular method of preaching 
drama he says is the study and not the moral of life. It is the 
varied scope of such a study that makes drama interesting to the 
various tastes of the public Music, dance painting etc. do not at 
tract each and all while drama combining in itself all these and 
dealings with the ways of the world claims a greater audience than 
does any other art Here he says is to be found the manifold 
ways of the world an.mg from the three qualities (it the variety ol 
tastes and talents) and hence though varied m form and scope 
drama is an entertainment common to people of different tastes * 

Under these circumstances one would be justified m expecting that 
Kalidasa would work off the beaten track Is such an expectation 
fulfilled in his three plays ? It seems on the whole, that Kalidasa 
eventually effected a revolution m the world of letters Though 
from the point of view of their plots the three play’s seem to belong 
to the antiquated standardised type dealing with lov e stones of tra 
ditional kings one could ee that the development and the construe 


3 It i'. not the object of the present work to discu s th-» age of 
KahtLsa the sort of internal evidence elaborated m this chapter would 
streng’hen th“ view that asagn Kalidasa to th- period of Sanudra Gupta 
or hi son Chandra Gupta II f373 aj> to 415 A D ) 

4 Cf C H I \ot I p 518 

5 traigunj odbhavam atra loka-eantam nanarajam dryat„ nap am 
bh.nnarurer janasva bahudhapv ekacn samara dhanara (Malay 1-4) 
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tion t herein point to an entirely opposite conclusion Nay it seems 
that Kalidasa deliberately selected the most popularly known stones 
so that he could divert all his skill towards their artistic construe 
tion. The audience already knew the story and imperceptibly and 
with no harm or disadvantage to the audience he left out the old 
narrative style 

It would be strange indeed if Kalidasa achieved all this at 
one stroke or in his very first play In the three plays we notice a 
gradual progressive adjustment of his art and conception and we 
al c o notice the painful struggle of an original mind with that Uni 
versal Ego— the dull and deadening conservatism The partiality of 
Kalidasa to music and dancing is consistently pronounced In his 
very first play 1 he assigned a great part to music and dancing The 
only novel path he struck first was in that respect but otherwise 
his fir-t play viz the Vikramorvasiyam is nearer to the standard type. 
The Malavikagmmitram is a further improvement on the Vik For 
this reason we are inclined to hold against the more or less unanim 
ous verdict of well respected and authoritative scholars that the Vik 
and not the Malav is the first of Kalidasas plays The poet in the 
Vik is evidently younger than in the MSlav The very manner in 
which he craves the indulgence of his audience speaks of a diffident 
voice Of course, he says it is my play but that is not at all the 
important point about it You should listen to it out of sympathy 
for the lovers O’- out of respect for the noble characters therein I beg 
of you to follow attentively this work of Kalidasa 6 The prastavana 
or the prologue is modelled on earlier types as m the plays of Bha«a 
As soon as the Sutradhara introduces the play there is a erv for help 
behind the curtain and the Sutradhara then speaks in the same words 
as his predecessor in Bhasa did What is this I hear 7 A cry for 
help Did I not hear it immediately I requested my audience to— 
Oh, I know 7 The poets construction of the plot is less skilful 
and his similes are more commonplace than elsewhere The author 
here is more an enthusiastic young poet than a craftsman of art and 
ideas The characters in the Vik. (eg the Vidusaka) are standar 
dised as m earlier plays Kahda«a was not only a new arrival him 


6 pranayisu va dak$myat athava sadvastu purusa bahumanat Sjruta 
manobhir a\ ahitaih knyam imam kalidasasya (Vik I 12) 

7 aye kirn ml khalu mad vijnapananantaram kurannS miva aklse 
■sabdah sruyate bhavatu j fiat am (Vik Prologue) 
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self but the first one of his time, in the field of drama He sajs in 
the prologue that upto that time only plays of earlier dramatists is ere 
produced , that his was the first of a modemer so to %ay Why should 
he say that ’ What harm is there, one would like to ask him if 
earlier plays alone were staged’ No harm Kalidasa ssould reply 
but not so much good either they are all old and dull so dull and 
so stereotyped but my play is something different something quite 
unusual (apurva) The Sutradhara m the Vik. says as much and 
all this in the prologue 8 9 

There was another reason as to why Kalidasa boasted of Ins 
play as unusual (apurva) in spite of its plot development and cha 
ratters, being of the early standardised type. In his enthusta e m for 
music and dance Kalidasa had boldly introduced a new feature 
which as he thought was also more dramatic on the stage That 
rew feature was the whole of Act IV where for the most part only 
one character— that of the hero-king Vikrama moved on the stage. 
The king was virtually mad He had lo't his beloved Urvasi he 
would not rest till he found her out. This mood of the hero was 
most favourable to a variety of music and dance Secondly to re- 
move the possibility of the scene growing monotonous to the audi 
ence Kalidasa introduced two ethereal nymphs who kept on singing 
and humming m Pralqt melodies an allegory about an elephant 
king madly m search of his beloved* The hero-king was *o mad 
that he would stop anything tha* crossed his path to inquire of his 
Urva3 Thus he asks a cloud an elephant a bee and so on Could 
we imagine that there various objects were somehow represented on 
the stage’ In that case the king would disappear from the stage 
for some time (the nymphs during the while sang their allegory) 
Could we further imagine a representation like the following’ The 
hero asked an elephant, got. of course no reply and so walked out 
of the stage in the meanwhile a bee was shown on the stage the 
king re-entered to find the bee whom he asked as before, got no 
reply and so walked away as before and so on V* ith such an im 


8 rcansa bahusas tu purvesam kavmam drstah pray oga bandhah 1 
soTiam adya vikramorvasiyam nama a purvam nataLun pray oksye 

9 Re the arguments that the Prakrt melodies in Act IV are spu 
nous see R. B. S P Pandits edition In ma.nta.ning that those pas- 
sages are genuine we hav e not followed the argument, ad ranced against 
R. B Pandit by P of R. D Kamarkar (in his edition of the Vk and 
others) 
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pressive stage movement it is no wonder that Kalidasa should be 
proud of his o-igmal (apurva) device but, to his surprise and 
indignation he saw watching during his first production more the 
audience than the play as any young dramatist would that his 
deuce had not pleased the audience or at least that it did not strike 
them and like all other young dramatists he walked home shaking his 
head half in pity and half in anger 10 for the audience which was too 
stupid to see his originality 

Great wnter as he was (to be) Kalidasa was neither dismayed 
nor discouraged Day by day he was finding more and more of the 
dramatist in himself and from now on he was not going to be die 
tated to either by tradition or by public taste. He would rather care, 
if at all for the judgment of the discerning few since they could, if 
ever form an independent opinion about any thing and on its merits 
while the (so called) public taste had no deep roots in convictions 
but grew up like a mushroom anywhere and any time 

AH this Kalidasa said in as many words, in the prologue to his 
second play the Malay where the Sutradhara says rather contemp- 
tuously 

aye viveka visrantam abhihitam pasya 
puranam ityeva na sadhu sarvam 
na c5pi kavyam navam ityavadyam 
santah pariksyanyatarad bhajante 
mudhah para pratyayaneya buddhih 
Your talk has no reason in it anything is not good simply 
because it is old and any work is not bad simply because it is new 
The experts compare decide and choose while the ignorant follow 
the opinions of others 11 

To say that only old plays are good or that no new play could 
be good is just to talk nonsense Secondly a play is not mere reel 
tation or narration as most of the old playd are. A play is essen- 
tially a representation or as Pandita Kausika say’s in Malav I 
prayoga pradhanam hi natyn sastram a drama is essentially a per 
formance With this theory^ of his Kalidasa was prepared even to 
nsk the disapproval of the learned Only fools cater to the good 


10 It would have been all pity if he were to know that any explana- 
tion that his device (with the prakrt melodies) is genuine is rejected by 
some modem scholars by saying that it is a stra_n on the imagination 

11 Malav 12 
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opinion of the learned says the wi-e Vidusaka 1 But luckily the 
discerning few were so pleased with the stage device (prayoga) in the 
Vik that they requested the stage manager (Sutradhara > to produce 
Kalidasa s Malavikagmrmtram 13 

Thus does Kalidasa boldly stand in his second play all for art 
as he sees it He pities those good writers who compromise with 
public taste at the expense of their art Theirs is not art but com 
irerce to earn a livelihood they sell their knowledge 14 

So he sets out to treat his story m a new fashion In itself the 
story of the Malav is the usual one of a king s lov e to a pretty girl 
mixed with the lollies and intrigues of the Vidfisa^a and with jeal 
ousies within the harem But the whole atmosphere the entire 
•development are of an original type Music dance, painting and 
fire arts (Silpa) on the one hand and the ingenuity of the Vidusaka 
or the other place this love story on a different plane halida a 
irsists that the love of his hero Ling is not of a coarse type When 
the king saw Malav lka s (the heroine si portrait he was just attracted 
but when he saw her sin*, and dance he was simply conquered Thus 
in II 14 says the hero 

sarvantahpura vamta vydSparam prati mvrtta hrdayasya 
sa vama locana me snehasy aik3yanibhut§ 

My heart is turned from the ladies of the harem this pretty 
eyed one is my all and only attraction 

Secondly the whole credit for the development of the plot belongs 
to the Vidusaka By starting a quarrel between her two teachers he 
made it possible for the heroine to be personally brought before the 
hero and then the play unfolds it 'elf ( Acls I ard II) On the 
occasion of the dohada function of the A'oka tree tne Vidusaka 
caused (deliberately ) the queen to stumble from the swing sol that 
disabled as 'he (the queen) was the function had to be delegated 
tn Malavika (III) When Malavika was imprisoned by the jealous 
queen the Vidusaka feigned snake-bite, acouired the queens signet 
and thus seeking an entry brought the hero to the imprisoned heroine 
(IV) In all this the Vidusaka is not the supposed court fool his 


12 Bhagavati papditapantosapratyaya nanu raucJha jatih 
(Malav II) 

13 Cf abhihito £mt vidvat pan<ad5 etc {Ibid Prologue) 

14 y asyagamah Kevalajivikaiv a tajp jnana panyam varujam vadanti 
(Ibid 117) 
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plans too are brilliant in hi* own way One might boldly assert 

that the play was written entirely for the sake of the Vidikakas 

character 

Such an assumption is not fanciful or far fetched Kalidasa it 
appears has a defined purpose in making the whole play revolve 
round the Vidu$aka In the Malav the Vidu^aka is not the st2B 
dardised fool on the other hand as already mentioned 11 Gautama 
as he is called here has a fund of common sense Only a close student 
of human nature could successfully incite two sufficiently cultured 
men like the teachers to quarrel among themselves Gautama does 
it He has an mdep°ndent eye for beauty as when on the entrance of 
Malavika he «ays to the King 

prek?atam bhavan, na khalu asyah praticchandat 
parihiyate madhurata 

The chann of the original is no less than that of the portrait' 
(II) 

His field of observation is wide and his application apt as could 
be seen in remarks like — 

(i) daridra atura iva vaidyena upamyamanam aufadham 

lccasi 

Tcu are like a poor patient who looks to a doctors medicine 
(which he cannot afford) (II) 

(11) s3 tapasvim ruga raksita na mdhir na sukham samasa 
dayitavya 

That poor dear is not easy to win like treasure guarded over 
by a cobra (III) 

(vm) aho kumbhiiakaih kamukaisca panharaiuya candnka 

Oh 1 Thieves and lovers should avoid moonlight' (IV) 

His ready wittedness too is apparent as when in Act IV he re 
lieves the tension of an awkward situation with an apt remark 
sadhu re pingala vanara su$thu pantrStas 
tvaya sankatat sapaksah 

Bravo Pingala my monkey thanks for saving your caste 
fellow from a difficulty 

It is such a character with common sense that gives a realistic 
touch to the entire atmosphere of the play In the company of this 
Vidusaka the hero could never sink into that melodramatic and 


15 See abo\e Chap X 
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monotonous type as usual Like an innocent, smiling child he brings 
a smile to every sour or serials looking face around him. His realism 
is both infectious and provoking The scene of the quarrelling tea 
chers and that of the jealous queen Iravati — are natural responses 
to the Vidusakas realistic mentality The Vidu§aka in essence i« 
the worldly type of man W herever he moves the ■rays of the world 
(Ioka canta) move too With the creation of one such character the 
genius of Kalidasa has enlarged the scope of drama. A drama is no 
longer a romantic biography of fairy prmce but a realistic represen 
tation of the ways of the world The Vidu^aka — a kind of Mr 
Everyman— has found a high place m bterature It is Mr Every 
man and not an Avatar that belongs to the world. So to under 
stand the world one must first study the average man the rightful 
and the long established inhabitant of this globe 

The study of the average man is always the beginning but not 
always the end of the study of the world and its ways The world 
is something more than what the average man makes or thinks it to 
be. It has a definite past, so it must be having a future The 
average man is guided by the past, so he will be goaded by the 
future Though he knows it not man is a product of the unfathom 
ed past and may be likewise a result in the fathomless future Thus 
man is a conscious citizen of this globe but an unconscious citizen 
of the wodd that was and of the v orld to be. Whether he likes it 
or not, the student of the world has to face this conclusion. Kalidasa 
was not brought up in vain m the Hindu traditions His reasoning 
led him direct to such a conclusion He was himself floating out of 
the yawning past and visualised himself helpless m the future 
Was it his intellectual struggle supremacy and solitariness that 
drove him to raise his hands to the Almighty to be saved from the 
world to-be’ His last words tn his last play — the Abhijiiana Sakun 
talam betray the helplessness of an honest intellect before its own 
brilliance Let the King turn to his subjects welfare let the 
learned learn to grow wiser (1 e. let the innocent fools grow at 
least more innocent and more foolish) but, runs the supplication — 
mamapi ca k$apayatu nHalohitah 
punarbhavam pangata-fektir atmabhuh 
Let the Inner God Nilalocita whose powers enmesh me Ie» 
him — let him save me from the world to be. 18 


16 A Sak. VII Bharalaxakyi 
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Thus the last play is an evidence of the higher studies and the 
higher powers of Kalidasa In its background and its general atmos 
phere in its plan and its development it is entirely different from 
the Malav The Malay deals with a historical (known) while the 
A Sak deals with a mythical or rather a traditional (unknown) 
hero In the former the palace walls contain within themselves the 
different ways of the world m the latter Earth and Heaven form 
the playground of human fate and possibilities The atmosphere 
in the A iSak is mostly that of a hermitage that of the Earth (Acts 
I to IV) and that m the Heaven (Act VII) Let us not forget to 
remember that a hermitage m those days signified the close of a man s 
life. In both the Malav and the A. Sak the theme is loka canla 
but the loka (world)i in the Malav is so differuit from that in the 
A “Sak The first deals with a man the second with man Dugyanta 
and Sakuntala — the hero and the heroine Man and Woman— are 
taken through all the worlds from the world originated by love to 
the world where love is consummated The worldly wise Vidusaka 
of the Malav would in the A. SaL be a child groping for his way 
in this tremendous journey from the unknown to the unknown. And 
widely has Kalidasa the artist, left the Vidusaka an earlier artistic 
creation of his in the background Not only does the Vidusaka in 
the A sak not play an important part, but has been deliberately 
removed from the centre of the action The Vidusaka never saw 
Sakuntala (I) wis not present at the love marriage (III) is removed 
f r om the scene of repudiation (V) and left behind at the time of 
ihe re union (VII ) 


The story of Dusyanta and Sakuntala as told from the epic 
days was a love story of a gallant prince and an innocent beauty 
but with Kalidasa it is a story of loie Long before Kalidasa had 
found out that love as depicted and understood in the love stones 
was not love the ettmal instinctive, all powerful constructive and 
creative force that it is It is better said Kalidasa, that love be not 
consummated than that it should be cultivated it is not that the 
hero and the heroine meet and then fall in love but that if each is 
capable of love they must meet — it is immaterial if they meet here 
or elsewhere Thus says the hero-king in the Malav (III 15) 
anaturotkanthitay oh prasidhyata 

samagamenapi ratir na mam prati 
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para-para prapti nua-ayor varam 
sanra niL.-opi samanjiagayoh 

I would not be p'ea-ed at the union, though successful of the 
two wnere one is longing and the other no* vrrere each loves the 
other with the -ame intensity it matters ro* even if they die in 
despair 

So we find tha in his la:t play Kalidasa has depicted Dujyanta 
and sakuntala in a different way \s the play open., Du^yanta 
enters chasing a «tag and throughout the play Dusyanta 
i more «t king with manly habrs but never the u=ual hero-long 
sickening yet surfeited with love. The opening speech of the Vidu 
saka in Act II empha^i-es Dusyantas love for huntin g if we are 
to reject the Vidu&kas account as exaggerated the Army Comman- 
der comes in to correct us Hunting he -ays is a virtue with King 
Du-yanta who so to say is built of sterner stuff (I1 1) That Dus- 
yanta is a dutiful and conscientious long is obvious. 11 No hero- 
king of a love story has anywhere el-e been depicted in this light 
Such a Dusyanta one least expects to be involved m a love affair 
Likewise, Sakuntala is not like other heroines brought up m the 
traditions of luxury and amorousness And lastly the hermitage is 
the last place for cupid s trade to flourish. And y et such a hero and 
such a heroine fall in love with each other amidst such surroundings 1 
Here is Love Love that is free and healthy Love that is not only 
nurred nounshed and consummated in a hermitage (the laps of 
Mother Nature so to say) but that is never allowed into the inte 
nor of towns with Mums otf courts of corruption, or of palaces of 
petty mindedness i e. never allowed into the interior of hum-drum 
life. 13 This world of ours is destined not to lcrve, «o it does not live. 
Life is love, says Kalidasa and love is eternal Life too should then 
be eternal ^houldnt it’ But just like love, bfe on the terrestrial 


17 a\4 5 Also— 

vetra vati madvacanad ;<;r=lty am aryapstmam bruhi 
araprabodhanan na sanbhavitaxn asmSbhir adya dhanoasanara 
adhya^tuo. yat pratyavefcsitzm paurakaryaci aryma tat 
patram aropya cEyatam rti 

“■Vetravati let the minister know that have rot sat in Council 
today as we left our bed quite late. So whatever affair, fcav e been gone 
through by the Minister should be despatched to n, in writing" (Act VI) 
18. So in Act V Sakuntala only passes through the town as if only 
to bring to our notice the conditions of the palace ard aty 
S. L. — 7 
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globe is not consummated Even a powerful {and super human)- 
Ling like the mythical Vikrama suffers as long as he is on this mortal 
globe [Suhha pratyarthita dai vasya Oh ' how fate banters human 
happiness 1 is his cry (Vik. V)] This however, is not a counsel of 
despair Kalidasa tells us that Vikrama is going to the Heavens to 
help Indra and there he will have his beloved UrvasI all the rest of 
his days Similarly earthly love is held in intellectual mockery in 
the Malav against the background of the Vidusakas petty intri- 
gues TV hat wonder then if Kalidasa should rai«e his hands in suppli 
cation and cry out 

Let the Inner God NBalohita whose powers enmesh me let 
him — let him save me from the world to be 


From the foregoing it will be seen that Kalidasa stards apart 
from his predecesso-s as an artist Art and life differ in that the 
former is the achievement of intellect and intuition while the latter 
runs mostly along instincts Any operation says George Santa 
yana which thus humanises and rationalises objects is called art 18 
Drama with Kalidasa fulfils that function consciously for the first 
time m Sanskrit literature. Drama is not the mere representation of 
life but the presentation of an outlook on life the presentation of 
life in the light of that outlook The more we study Kalidasa the 
more we find that drama us an art is entirely chang ng into his 
hands It is not mere story telling as in the earlier plays it is not 
mere poetic outburst as we shall see m most of the later plays It 
does not preach morality at a time when moralists were mv ading the 
fortresses of literature Drama here is suggestive first and sugges- 
tive last TVhat does it suggest 7 (1) The beauty of Man (2) The 
beauty of Him whose handiwork man is As for the first Kalidasa 
had long before anticipated Hamlets sentiments about man He 
could also say What a piece of work is man’ How noble m 
reason * How infinite in faculties 1 In form and moving how ex 
press and admirable * In action how like an angel 1 In apprehen- 
sion how like a God 1 The beauty of the world 1 The paragon of 
animals 20 Like Hamlet too Kalidasa saw man as this quintessence 
of dust But unlike to Hamlet man delights Kalidasa The reason. 


19 The Life of Reason (Reason in Art) p 4 

20 Hamlet Act II Sc. u 
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for this is mans parentage and heritage. To both 1 e. parentage and 
heritage man is an unconscious, servant Work against God work 
against Nature man could not How far man is a creature of his 
surroundings, Kalidasa has exquisitely shown in Acts I and VII 
of the A. Sak. In the last Act Dusyanta enters the hermitage of sage 
Manca in the heavenly world. Immediately his nght arm throbs 
(VII 13) What is the u«e ? he asks But the surroundings remind 
him of an earlier and similar occasion when the -amp, arm had 
throbbed (111) And the con-equences 1 Better not think about them. 
No sooner he decides to r emain indifferent than words, are heard from 
behind the stage ml khalu capalam kuru — do not be rash. As 
soon as Dusyanta heard them he might have started in tenor Were 
not similar words addressed to him (m Act I) by the hermits? He 
is, immediately thrown back to the old days Oh ' how pleaded were 
then the hermits with him ' How they blessed him to be the father 
of a world-conqueror (I 12) 1 Alas ' where is all that now 7 Du$ 
yanta who in Act I could come to quick decisions in utmost confi 
dence (cf 1 19) could not now be confident about things quite reason 
able. Ju't as he is living his past wishing that the hermits blessings 
were come true, imagining what a bright boy he would have had for 
a «on— lo vhat is this’ He is seeing a boy (Sarvadamana) before 
him 1 All the parental feelings fanned by memory Dusyanta now 
showers on the boy that comes on the stage. Like one in dream he 
actually wishes the boy were his own Is he a world conqueror ’ 
Look here is the boy s palm bearing all the marks of a world con 
queror ’ Poor Du$y anta ' The more he was reminded of earlier 
scenes the more he felt like one who had burnt his fingers when the 
female ascetic (who accompanies the boy on the stage) kindles his 
hopes by observing a close resemblance between the boy and him 
self 1 Dusyanta dare not come to a decision If we remember the 
younger Dusyanta in Act I who within a few moments after seeing 
fiakuntala decides that she must be a girl worthy of a Ksatnya 
since a cultured heart like his is drawn towards her we see 
how thoroughly Dusyanta has now been shaken Apart from that 
he could not escape the influence of earlier memories revived under 


21 asya balasya te pi saravadnu aJqtir iti vismapitasmi 

I am surprised that the figure and features of this boy and yourself 
should resemble so 

22 119 
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-similar circumstances 3 All this is not so much explained as sug 
gested. The materials are the ways of the human world They are 
embodied in the dramatists observation Some sort of an atmos- 
phere is created set against which one or two incidents of every day 
life are made to appear as illustrations of human corduct and char 
acter In the history of past Sanskrit drama, the craft of the Master 
has inspired only one or two dramatists while with the others his 
tory repeated itself by standardising an earlier originality 


23 This might be an explanation of the word abhijnana or praty- 
abhijnana m the title of the play The word means recognition. 



CHAPTER XIV 


THE MRCCHAKATIKA OF SuDRAKA 

W e left Sanskrit Drama in the last chapter as a plant blossom- 
ing in congenial soil of contemporary social, life As a piea, of lite 
rary art it fulfilled two functions (1) it represented as far as 
necessary contemporary life which served as a background and 
(2) it presented the dramatists definite outlook on life Kalidasa 
who was the first to introduce these features was like any other 
innovating genius a revolutionary The peculiarity of a revolution 
is that the followers are more fanatical than the originators As in 
politics so in literature. Thus in the post Kalidasa period one 
would expect plays that exploit the art of the Master To such 
~et of plays belongs the Mrcchakapka ( The Toy Cart ) attnbut 
ed to king sudraka. 

In the first place it should be borne in mind that apart from 
the question whether Sudraka wrote it or not the Mfc chaka pka 
definitely belongs to the post Kalidasa period It is not our present 
object to discuss the date of authors nor is such a discussion of 
any practical value to us. sudraka is a mythical character The 
information about him given in the prologue to the play is too 
ridiculous to be utilised in a reasonable discussion It is not the 
authors but the plays date that matters to us (It is more likely 
for two or more persons to have ore and the same name than for 
two or more play s to go bv one and the same title ) 

The story of the play would be referred to below In the story 
is a sub-plot related to the incidents of a political revolution Poll 
tical revolutions however «eem to have been such simple affairs 
in those days as to occur any and every day It was as easy perhaps 
to occupy a throne in those days as it is for any bully m these days 
to occupy a seat in a third-class railway compartment. The upheaval 
would not affect the by rtandere — unless as a piece of curiosity to 
tho=e inclined idly enough 

A comparatively more important fact is that the play utilises 
more characters both male and female, belonging tc* the lower 
society Consequently the dialects used (ie. the prakrts used) are 
various (such as £ aura^tni avanti pracya magadhi and the apabh 
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ramsas Skan ca,ndali and dhakka ) The greater part of the play is 
in the dialects Of the twenty four or twenty five male characters 
only five speak m Sanskrit Of these five Carudatta is the hero of 
the play Ary aka is the hero of the revolution 6arv2aka, a Brahmin 
of high culture skilled in breaking mens houses and womens 
hearts a gambler named Dardurata and the Court Examiner 
(adhikaranaka) This fact may or may not be useful m determining 
the date of the play Nevertheless it suggests one thing viz that the 
play was probably written at a time when not only the Prakrt dia 
lects but even the apabhramsas were freely used and the employ 
ment of the dialects as such was more frequent 

Similarly the very development and the subject matter of the 
play might throw some light on the time the piay was written in. 
Throughout the play the hard hand of the Fate is felt Even when 
everything was destmed to end happily the hero is moved to compare 
the human beings tossed by fate to buckets of water tossed by a 
water wheel now up and now down. (e?a kndati kupa yantra ghatika 
nyaya pra^akto vtdhih l 1 Buddhism is mentioned m the play in 
all its details and there is an actual conversion of a menial to 
Buddhism (By the way one might wonder whether in case the 
author were a Buddhist a character of a higher status would have 
been converted to Buddhism ) On the whole those were days of un 
settled conditions and an ihdifferent government Each of the 
observations in itself mav not be of any help but the rough 
life represented in the play read along with the revolution and the 
Buddhistic conversion (of a menial) would suggest a time imme- 
diately following the disruption of a central authority and a time 
when Buddhism was tolerated because it did not affect the establish 
ed Hindu life The Samvahaka whose life, for a long time is any 
thing but reputable turns at last into a Buddhist monk and m a fit 
of generosity that affects a dramatist of the happy end school 
the Samvahaka is made the imperial head so to say of all the 
Buddhist vtharas Such a time we could not imagine immediately 
after the disruption of the Mauryan Empire since Buddhism then 
■was a tcrart. fashion besides Van, Apabhrarma dialects were yet to 


1 X 59 Also cf Act VT where the hero s son wants the gold cart 
used by a neighbourly boy and the heroine sighs on this bhagavan 
Iqtanta. puskara patra patita jala bmdu sadreaih knda_i tv am puru'a 
bhagadheyaih. 
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e'Ohe The next Empire built which tumbled down m its turn was 
-the Gupta Empire. After its downfall in the middle of the fifth 
century ad Buddhism might have once again raised its head (as 
the frequent visits of the Chines* pilgrims indicate) till King Harsa 
sealed its fate forever bv linking it with politics in the middle of the 
/th century aj> Is it possible that the play was written somewhere 
between the fall of the Gupta Empire and the n«e of King H«ir$a ’ 
Could we for example read such a meaning in the fourth verse of 
Act VIII where the Vita describes the park as follows — 
a^arana sarajia pramoda bhutaih 

vana tarubhih knyamana cam karma, 
hrdayam iva duratmanam a guptam 

na\am lva rSjyam amrjitopabhogyam. 

Here the trees are domg a good deal by joyfully offering 
thelter to the homeless the park (however) is hke the untutored 
\ie. uncultured) heart of the wicked it is like a new kingdom the 
titleship (upabhogya) to which is not yet proved In the above, 
we can understand a pun on the word a gupta and the meaning 
as It is like the heart of the wicked , it is like a kingdom where 
the Guptas are no more and the new kings ha\e not established their 
authority Further we may note that Aryaka who is successful in 
the revolution is called a gopak daraka Leaving the above ques 
tions unanswered for the tune being let us come to another striking 
feature viz the influence of Kalidasa throughout the play Certain 
phrases and ideas are more obviously perceptible 

(1) In Act I when the heroine is taking off her ornaments to 
hand them over to bakara the Vita says na pu$pamo?am arhati 
udyana lata, let not the garden creeper be depnv ed of its flowers 
One is immediately reminded of Kalidasa who in A Sak. I 15 com 
pares a woodland la«s to t arc lata (a forest creeper and a town 
beauty to udyana lata a garden creeper 

(2) In \ct I again the sane Vita on learning that the heroine 
ic in love with Carudatta says sucthu khalu idam ucyate ratnam 
ratnena samgacchatu The context as well as the contents of the 
above remark remind ore of Kalidasas words in a similar situation 
in Raghu VI 79 viz 


2 Cf also Act VII tatahpravisati guptaryaia pravahanasthah. 
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tvam atmanas tulyam araum vrm?\a 
ratnam sanugacchatu kMcanena 
This person suits) you well choose him let jewel be studded 
with gold The Vita in Mrcch. however quotes (ucyate it i- 
said) let jewel be studded with jewel 

(3) In Act IX Carudatta protests that he did not murder 
Vasantasena As a matter of fact he could not How could he 7 
He would not injure even a plant by plucking its flowers (IX 28 >o 
ham latam kusumitam api puspahetor akrsya naiva kusumiavacayam 
karomi ) The fine sentiment expressed here takes one to an equally 
delicate situation in A. Sak where iSakuntala is described by her father 
in similar words (IV-8 nSdatte pnya mantjanapi bhavatam snehena 
yfi pallavam she loves to adorn herself with flowers* but she loves 
you— trees— more than that and so she doesn t pluck a single sprout) 
Instances could be multiplied * More important still is the influ- 
ence on the technique and the handling of the Mrcch The hero 
and the heroine and the atmosphere of the Mrcch are worldly in the 
first place and the idea developed is the same as that of K2Uidasa 
The hero and the heroine of the latter are mythical (in A Sak ) 
while those of Sudraka are matter of fact Love is Life is the text 
of Kalidasa Love tn Ltfe is the text of 6udraka Kalidasa chose 
the unconventional (from the point of view of the subject) atmos 
phere of a hermitage Sudraka chose the unconventional quarters of 
of a courtesan Love in Kalidasa is consummated in another world 
Love m Sudraka is consummated in another atmosphere (viz after 
the revolution) In both love is studied in so far as it affects cha- 
racter Action there is in Sudraba s play but it does not happen on 
the stage The play is a character study It is like a mirror house 
where each one of the ten acts is a mirror wherein a person is seen 
from a particular view point The play is suggestive of the relations 
of man to and of his place in the society In doing this it follows in 
the foot steps of Kalidasa 

In order to see exactly the significance of the statement that 
Sudrakas handling etc is influenced by Kalidasa we have to analyse 
minutely the structure of his (Sudraka s) play The story was pro 
bably better known before the play Carudatta a poor Brahmin falls 
in love with Vasantasena a courtesan of culture iSakara the brother 


3 Cf Mrcch 1X29 and \w IV 13 The last line of the former 
is addressed to Sakara 
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in law of the ruling king has met with rebuffs at the hands of the 
courtesan so all his fury is now against Carudatta A mistake in taking 
a carnage leads \asantasena into Sahara s private gardens The latter 
unable to win strikes her and thinking her to be dead runs away 
Nest we find him busy accusing Carudatta in a court of law of 
Vasantasenas murder Nothing can save the hero who is now led 
to the gallows In the meanwhile Aryaka who during h_s escape 
from the prison was protected by Carudatta is now successful in the 
revolution and as his first act after coronatior saves Carudatta from 
the gallows VasantasCna too had only fainted when sakara left her 
ard now «he runs into the untied arms of Carudatta 

The story above is the readers construction and not what the 
dramatist tells directly The situations introduced by the dramatist 
are suggestive in themselves. In creating the atmosphere, devices 
like the evening time in Act I or midnight in Act 1H or the clouds 
ana the thunder and the lightrng n Art \ etc are improvements 
on Kalidasa They also show a greater mastery over the technique. 
So the story is not told but suggested or we might say that the story 
is presented in a way that suggests what the dramatist feels and 
thinks about it To depict the love between the hero and the heroine 
1 * not the purpose of Sudraka That they 'o\ e each other! he telk 
us at the very beginrmg of Act I There is something else that the 
dramatist wants to depict and for this he builds m Act I the outlines 
within which the possibilities of the development are to be described 
The interest centres on Vasanta^ena the heroine Keen and appre 
ciative in ot serration graceful in movements spnghtlv in behaviour 
confident and courageous she personifies in herself the Joy in Lif a 
(the nre ?s 5akuntala in A ^ak It In theorv acc“*Mb’a to all 
(as a courtesan) in fact inclined to the few deserving from th° 
moment she is seen fleeing from the vulgar m life (Sakfirn) to reek 
safety m sympathy amidst culture and smeentv (at Carudatta) we 
admire her courage we appreciate her position and we identify our 
'elves with her fears and frolics On one side is the poor but cul 
tured and youthful Brahmin di gusted (with his poverty) and des 
pairing (as am other youth would' on the other is the rich but 
uncultured Sakara While the Brahmin has tasted the mireries of 
life to gro wi er and more sympathetic Sakara has tasted the 
pleasures of a high position <r»lv to gro - " self-centred ard «p eful 
Both are outwardly encouraged and helped m their respective beha 
v erm b their friends and servants The Brahmin earns love from 
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his friend Maitreyaka while Sakara buys service from his Vita 
Between such extremes, is Vasantasena placed and it is no wonder if 
she comes to be the point of clash 

Act I suggests the possibilities of such a. clash Carudatta is 
introduced in his characteristics as a well bred and well behaving 
householder The time is night when the evil forces are supposed to 
be let loose Like the darkness of the night comes Sakara so swift 
and so dangerous It is a welcome accident which gives a chance 
to Vasantasena to observe the contrast between Sakara roaming like 
a hell hound and Carudatta quite a picture of decency The hero 
a'so has a chance of seeing Vasantasena not the courtesan as she 
would be at home with coquettish smiles, and cunning eyes He sees 
those very eyes now seeking safety that very figure now hunted in 
ugly cruelty The gallant youth and the admiring courtesan forgot 
for a moment their respective positions that one was a man with no 
means and the other a woman of no status In their very helpless 
ress these two social outlaws ran into each other’s arms Time was 
not yet The Joy of Life knocked at the gates of Nobility but the 
latter had not the power to retain it So Vasantasena is sent home. 

If Act I shows the hero at home and the heroine outside Act II 
shows the hero in the outer world and the heroine at home Poor 
Vasantasena ' in hen filthy surroundings where vagabonds and drun 
kards and gamblers swear and brawl and drink ' Filthier still is the 
atmosphere that her mother breathes into Vasantasena s room It 
is a hard fight for the heroine A woman of no status ’ Is it possible 
that a woman who is fighting against such surroundings has no 
status 5 Her heart goes as if to escape out of the window where on 
the road Carudatta has given away his only garment in appreciation 
of gallant work A poor Brahmin and a man of no means 1 Sud 
denly her fight is over No longer is she a woman of no status nor 
is Carudatta a man of no means What is true is character The 
hero in spite of poverty retains his character and the heroine in spite 
of surroundings establishes her character They are now mdispens 
able to each other since the heart of each throbs for the life of the 
other 

Act III shows the hero once again at home but now he has 
entirely changed Love or the Joy of Life has v itahsed his feelings 
No longer does he sit at home cursing poverty but enjoys his capa 
city to enjoy It is Loie and not love for Vasantasena which makes 
him rise in his love of music above the humdrum and into the 
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^harmony of Life. From that height we laugh at the worldly 
-worries of the Vidu^aka (Maitreyaha) we generally forgive the 
wicked ways of the world and of the thief and not until we meet 
the noble wife of Carudatta do we descend to the earth In the 
meanwhile the neglected world has played a tnch by removing the 
symbol of the Joy of Life in the form of the gold ornaments deposit 
ed by Vasantasena in Act I 

Act IV, <hows us tlut this symbol had to disappear now Its 
work, was done. It came and conquered and then it took the tale of 
that conquest to its mistress. Paths of love seem to run in a circle 
The thief loved the heroines maid and so the stolen goods found 
their way back to the heroine The fact that the hero attempted to 
replace the symbol only shows how perfect its conquest was. The 
man with no means is now the richest richest m character the 
woman with no status is now the noblest— in her appreciation of 
nobility and (Act V) m the midst of the mad world protesting 
fla'hmg threatening and thundering the two are united 

To an average mind the story ends here. But the MfcchakapLa 
as said above is not a love story but a story of Love. This Love is 
all-creative It creates itself before it creates all Whatever it touches 
it vitalises and is ever vitalising It builds a home it sets up a 
society and so in Act VI we meet Vasantasena mothering her lover’s 
little boy That boy has a clay-cart which he does not like she 
helps him with her ornaments to get a golden cart In a moment she 
herself is in the wrong cart— the cart she would never have liked 
Sakaras cart is detained owing to congestion on the road outside 
Carudatta s hou c e Vasantasena gets m*o it mistaking it for her 
lovers cart and speeds headlong mto the jaws of death So does 
Carudatta whose cart has been occupied by the run away rebel with 
a price on his head whom our hero forgives and helps to escape 
Thus the hero and the heroine are in the gnps of cruel fate But 
that fate is here nothing but the little accidents caused by the irre 
ponsible Joy of Life itself Acts VI and VII tell us that the Joy 
of Life has to uade through the underworld of misery if it should illu 
minate the latter So when VasantasenS m Act VIII falls down 
struck by the mad jealousy of Sahara <*he does so not before she 
evokes the best traits in Vita and the Ceta The stores-hou«e of 
Joy and Grace is looted savs the Vita when he sees the lifeless body 
of Vasantasena Master the poor cartman chokes out. Master 
you have committed a grave sin ' When fekara confronts bath of 
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them face him in a rebellious attitude As for the heroine we need 
not be anxious Her own good deeds come to save her in the form 
of the Samv&haka whom she had earlier saved from the gamblers 
and who is now a Buddhist mendicant In Act I\ Carudatta is 
hauled up before the authorities charged with Vasantasena s murder 
But the whole scene serves more the purpose of showing how the 
mere presence of the hero is enough to evoke the best not only in the 
Court examiner and the Assessors but even m that vile mother of 
Vasantasena As to his own safety once again good deeds of the past 
revive to redeem. He is for the present cordemned to death not 
because the Court examiner was convinced nor that the Assessors or 
the mother believed in his guilt but, ironically enough on the evi 
dence of those very ornaments with which Vasantasena had filled his 
sons cart and which thd Vidusaka dunng a scuffle scatters in the 
court Whatever it is the clay -cart now fulfils its functions as a 
symbol of tne miserable world uplifted by the touch of the joy ol 
life The rebel whose life was saved by C&rudatta has now succeeded 
and his first deed as a king is to set Carudatta free The joy in life 
has now rejuvenated the world and Vasantasena is re united with 
Carudatta Without CSrudattas help Ary aka would not have been a 
lung and but for Vasantasgnd Carudatta would have had no chance of 
saving Ary aka 


We have discussed the play at such length for two reasons 
(1) the Mrcchakatika is the only (at least available) play of the 
dramatist and (2) the play shows the new departure introduced by 
Kalidasa m broader lines It was said in connexion with the 
Malav that Kalidasa with the creation of the worldly Vidusaka 
brought drama nearer to life This feature was emphasised in A sak. 
by the creation of the living characters and scenes with life. tSakun 
tala as a sprightly girl laughing and enjoying m the company of her 
friends (I) as a lovesick maiden (III) as a wife recognising her 
responsibilities (IV) as a mother fighting for her position (V) and 
as a woman prepared at aft costs to share with man the pains and 
pleasures of life — this Sakuntala lives m everyday life and thought 
So does Dusyanta a healthy young man with healthy tastes (I and 
II) a lover of beauty and innocence (III) a man knowing and 
6houldenng his responsibilities (V and VI) and kind hearted 
father (VII) Likewise the family life, with all intimacies and into 
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•cacies is realistically depicted in Act IV The Mfcchakahka too 
introduces life on the stage The «cene of the gamblers in the dis 
reputable locality (II) that of the cartmen driving their carts on 
crowded roads (VI VII VIII) the one where the thief effects a 
break into the wall (IV) or where Sakara and his friends chase 
Vasanta^ena in a dark comer of the road (I) or where the two 
police-officers quarrel (VI) — all these are the scenes from the matter 
o* fact world With these two dramatists Sanskrit drama pulsates 
■nth the currents in social life The art of Kalidasa is fresh, that 
of Sudraka is powerful Both howe\er are artists to the very tips 
of their fingers 



CHAPTER XV 


THE DOCTRINAIRE DRAMA 
( Natyasastra of Bharata) 1 * 
A The Text 

From the early days to the Mrcchakatika of Sudraka we have 
traversed a long vay and as we look back we find in astonishment 
how such a simple commonplace semi religious function like Rect 
tation evolved ultimately into an artistic method of representation 
The changes m the process must naturally enough have been so 
slow and so gradual as to be imperceptible for a long time. But a 
time does come m all such processes of evolution when an inquisitive 
mind takes the first chance of detecting and recording those changes 
It need not be added that success alone stimulates and forms the 
subject matter of such a study With Bhasa Kalidasa and Sudraka 
drama grew in success and popularity Naturally men turned to 
understand analytically if possible this new art which was recog 
msed as art quite newly Thus we find about the fifth or sixth 
centurj A D an attempt for the first time to systematise and codify 
the results of this study It is not that drama was not studied earlier 
but those earlier studies could not be expected to be systematic for 
two reasons (1) drama as such took time to develop into a distinc 
tively recognised literary art and (2) no standard plays of an artistic 
type could be expected till later still to justify such a study Kali 
dasa and Sudraka mamly contributed in removing both these diffi- 
culties and soon after we have the first treatise on dramaturgy the 
NatyaiasUa known as that of Bharata 

At the very outset a grave objection might be raised How could 
it be shown that Bharata s book belongs to the 5th or 6th century 
AD 7 It has not been and it could not be shown. Besides the Nelya 
sastra attributed to Bharata and traditionally handed down in 36 
chapters (containing about 5556 verses) may not be the work of 
Bharata In that case the date of Bharata does not affect the date 


1 The references can be found in the 1929 edition of Natyasastra in 

the Kashi Sanskrit Senes No 60 
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of the Walyasastra Secondly some onginal treatise on the art of 
recitation or on rasa as composed by a Bharata might have been 
amplified with reference to later developments Or lastly onginal 
short studies on various topics concerned with recitation, represen 
tation voice-cultivation physical culture etc might have been edited 
in an encyclopaedic form Surmises like these are proposed not with 
the intention of going round a difficulty to avoid it but on the actual 
textual evidence The Nctyasastra in its available form is bewilder 
mg by its construction and chaos On first ob-erv ation its construe 
tion <eems so compact and so comprehensive at the same time there 
is so much that seems senseless and superfluous — as the following 
analysis would show 

Chapter I is in the usual vein singing the glones of the book 
It proves its divine origin and establishes the sanction of antiquity 
by declaring that natyo is ( 1 ) the creation of God Brahma and 
(u) the fifth Veda open to all castes This fifth Veda was created 
from out of the four Vedas (Verse 17) Here said BrahroS to 
the gods here have I produced an ltihasa (19) But the gods 
were unable to perform it so sage Bharata was approached Bharata 
had an enviable advantage in his hundred sons (26-39) However 
he found out that m the fifth Veda sons alone had not the monopoly 
as in the other four Vedas of taking their father to siarga and success 
and salvation So he had to request Brahma to create Apsaras 
dam-els to play female roles With these initial preparations a nandi 
and an emukjti [probably a (panto-) mimic show] of the fight bet 
ween gods and demons were represented (59) on the festive occa 
sion of Indras victory (56 Mahendra ujoyotsaie) The demons 
naturally resented this public display of thar defeat and raided the 
performance A nafyagrha (playhouse) had thus to be created as 
a protective measure. In the meanwhile Brahma pacifies the demons 
by singing a lyrical panegyric of rtalya (which is shown to have too 
noble an aim to vilify or libel the demons) The playhouse is 
constructed and on Brahma s order Bharata performs the ranga puja 
(worshipping the stage) 1 

Chapter II describes in great detail the various ways of build 
mg playhou-es as well as the various models of playhouses The 


2 The word rangay/ran ) — might mean red-colour or paint ranga 
—as a noun meaning the painted place where originally we can imagine 
one painted curt am as the background. 
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whole description is introduced edgeways At the end of the last 
chapter Bharata was asked to perform the ranga puj a and imme- 
diately after is described not the ranga puja but the construction of 
the nalyagrha (which has been constructed already in I 80-83) 
Even at that Bharata does, not describe the house that has been ac 
tually built but engages in a lengthy and general description of three 
kinds of playhouses — the vt krsta (II 34-6) the caturasra (89 ff' 
and the tryasra (102) The t ikr$ta seems as its root meaning (viz 
long drawn out ) suggests, to have been an oblong hall with the 
audience facing the stage at one end. The caturasra was different 
since the audience here could be seated on four sides of the stage — 
either in a, circle or perpendicular to the stage — m the centre The 
tryasra is a sort of modification of the last mentioned— the audience 
being on three sides (nght left and front) of the stage. The stage 
itself was sj kind of platform raised on wooden pillars The place 
below the platform was the nepathya grha— the entrance to the plat 
form being by a passage on the side away from the audience The 
raised part (the platform) was known as the ranga stria Certain 
characters had to effect an entrance not on the platform but in- 
between the audience and the platform. This space was known as 
the ranga ptfha Such an entrance was made by removing the piece 
of cloth hanging on the front side of the platform to screen the 
greenroom below Probably the ranga puja was performed in the 
green room beneath Ike platjorm 

Chapter III continues the description of this ranga puja men 
tioned in Chapter I— thus showing the contextual irrelevance of 
Chapter II In IV tht ranga puja is over and a samavakara (by 
name Amjta manthana) is represented This representation must 
have been a sort of pantomimic show since it is said (IV-4) that the 
audience was pleased with the karma bhava anudarsana as contrast 
ed with the karma bhava anuktrtana (IV 11) of a 4 dima later per 
formed in the presence of God &va. Anuktrtana probably refers to 
recitation and anudarsana to mere (ue. mute) representation Bha 
Tata is then advised by Siva to introduce dancing m the punaranga 
(overture) and deputed Tandu (18) to teach the tandaia dance 
(258a) The sages to whom Bharata is supposed to narrate his 
sastra ask him (258b-260a) why dancing which is connected neither 
with the music of the purvcnanga nor with the sense of the play pro 
per should be included in the show Bharata replies, to the dismay of 
some modem critics (or better fanatics) that dancing though not 
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essential to or in a play adds to the beauty of the show and the 
amusement of the audience. Verses 19 to 257 describe the various 
gestures (karana) postures (angahara) and movements [recaka) 
of dancing For the present we are inclined to suspect these verses 
■since they so violently sep irate the name of Taudu (18) from his 
derivative tandava (25Sa) Chapter V describes anew the puna 
Tanga modified in the light of Siva s instructions 

Chapters VI and VII deal with the rasa s and the bhaia s This 
subject is not introduced as in any way arising naturally out o f the 
previous discussion. After the purva ranga one fails to see the neces 
sity of explaining in great details the various rasa s etc What does 
it matter if the sages choose to ask (not one but) five irrelevant 
questions (l) What is a rasa 3 (u) What is a bhata What is 
meant by (w) a sungraha (iv) a kanka and (v) mrukta 3 
(VI 1 3) Apart from the too inquisitive sages the variety of both 
matter and style m the body of the text itself raises difficulties In 
the first place besides the usual Slokas there are verses in aryfi metre 
■side by side with prose passages This prose is written in the style 
usual to a commentator employing th° first person plural (for the 
author) while Bharata from the very beginning as consistently refers 
to himself in the first person singular Secondly the rasa s are 
mentioned now as four now a-, eight and again as four original and 
four derived Thirdly the original four viz the snigara the raj 
it a the lira and the bibhatsa are explained mostly in sloka 5 while 
the other four are explained either in arya metre or in pro=e Simi 
larly Chapter VII opens with an explanatory passage in prose and 
throughout the chapter we find materials of probably three different 
texts as (a) sloka s, (b) €loka s quoted under the heading bhaiah 
catTa slckah (to this effect runs a 9oka)» and (c) arya s all of which 
are quoted as bhaiatt catTa arya etc. This 1 * not the place to suggest 
■any clear-cut theory about the book but one reasonable explanation 
seems to be that Bharata traditionally or truly reputed to be the 
-author of a work on drama must have also written a short treatise 
on the theory of Rasa and that some scholar later on became res 
■ponsible for handing down the two together It is further interesting 
to note that the topic* in Chapter VIII are directly connected with 
"the general discussion in the first five chapters and are in direct con 
"tinuation of Chapter V In the latter the remodelled pur-a ranga 

3 Cf VII 6-10 15 26 28 54 etc 


s. l. — 8 
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has been described After that should come the play itself As said 
in 1 104-118 and XXI 123 5 a play is an mutational representation 
so to say of the vanous modes and mov ements of the people in the 
matter-of fact world This representation says Bharata is called 
abhmaya (VIII 7) and thus opens Chapter VIII describing the four 
different ways ie abkuayas of reproduction and representation 
Those four ways are 

(l) angika gesture acting [Chapters VII XIVI 
(u) vaakd speech delivery [XV XXII] 

(in) aharya make up etc XXIII and 
(iv) sattvika * emotion display XXIV 
(l) gesture act ng 

Under this heading are described the vanous gestures (a) of 
head eyes brows lips and neck (VIII) (b) of hands (IX) (c) of 
chest waist and hips (X) (d) of feet (\I and XII) (e) of silent 
acting called gati (XIII) and (f) of movements on the stage like 
exit entrance etc. (XIV) 

(n) vactkabhmaya speech delivery [W XXII] 

Under this heading are described 
Phonetics (XV 10 33) 

Vanous metres (XV 41 119 and the whole of XVI) 

Figures of Speech and Poetics (XVII 44 119) 

Sanskrit and Prakrt dialects with their distribution 

(XVIII and XIX) 

Ten kinds of dramatic representation (XX) 

Treatment of dramatic incidents — iturtla (XXI) and. 

The form of literary and artistic development — vrtti (XXII) 
No amount of patience or patnotism, much less of reason would 
induce anyone to belieye that all these passages have a legitimate 
place in a book on drama To question their genuineness in the 
context is not to question their intrinsic value Besides the text itself 
is here so clum y in arrangement If we want a continuity of thought 

4 Note that in VIII 10 the author says that sattvika is already des- 
cribed in VII It is a mistake The sattvika in VII is described as a bhaia 
and not as abhmaya Besides the sattvika referred to as an abhinaya is 
actually described in] XXI\ 1 'satie karyah pravatnas tu one should 
attempt to show feelings and emotions 
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we shall have to arrange the text as follows XV 1 9 and 3440 
XVIII 23 29 35 44a and 48b XIX 37ff etc. Thus it will be seen 
that in addition to a number of verses two entire chapters XVI and 
XVIII could be safely omitted. As a matter of fact the last verse 
of XVI shows that that chapter concerns a kavya bandha poetical 
work- more than natya literature 

In the passages as re-constructed above we have the description 
and the explanation of tacikabhinaya after which we are led to the 
ten varieties of drama. It is strange however to find that the matter 
in XX \XII is included in vacikabhinaya (since the opening verse 
of XXIII says that nou ahaiya abhtnaya is to be described etc ) The 
information m these three chapters is more for the dramatist than for 
the actor and yet it is called abhtnaya It was for this reason 
that we have interpreted the word abhi nay a as way or methocL 
Thus the three chapte rs describing the different methods of the dra 
matists seem to form the earliest nucleus of a treatise on drama 
turgy The various definitions and metrical explanations in these 
chapters are repeated almost word to word in the Dararupaka of 
Dhanafijaya and the Sahitya Darpana of Vrdroandtha (both works 
on dramaturgy including poetics) Bharata first enumerates all the 
details (samgraha) defines all of them one by one (Xanka) and 
then explains them in the same order (nirukta) This scmgraha 
karika nmikta style of Bharata makes the book difficult to follow in 
comparison with the style of Dhananjaya who mentions defines and 
explains one detail before he goes to the next In an introductory 
passage to his work the latter say» as much 

vyakime manda buddhmam jayatt mati vibhramah 
tasya arthas tat padrnr eva samksipya knyate njara 
'Is the text is diffused the ignorant are liable to be confused 
I am abridging the original m the very words of the original 
(D R 1-5) It is dear that the text referred to here is some natya 
sastra which howev er has been identified with a rasa sastra by the 
commentator who rays vyakime viksipte vistimt ca rase sastre 
manda buddfunum ptrmsam matimoho bhavati tena tasya nalya 
i edasya arthah tatpadair eva samfoipya rjuvrttya fcnyate lti As the 
treatise on Rasa is -cattered ill arrarged and exhaustive the 
ignorant are likely to be confused therefore the information of the 
nalya teda is presented here abridged in the original words and 
arranged systematically From the use of the word natya veda and 
rasa Sastra it is dear that Bharata s Natya sastra as available today 
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is being referred to It is equally clear that neither Dhananjaya nor 
his commentator Dhamka likes the introduction of -Soso s in a book 
on dramaturgy 

(111) aharyabhwuzya (XXIII) and (iv) sSttuka or 
samanyabhinaya (\XIV) 

In \XIII the ahdryabhmaya is described That phrase seems 
to include the make up of the characters as well as the stage-set 
ting (\XIII 1 ) In the next chapter the last i e the sattvika abhinaya 
is described The following three chapters — XXV, XXVI and XXVII 
— describe miscellaneous things like the characteristics of the various 
characters the atrabhinaya (a more or less insipid repetition of and 
minor additions to the chapters on angikabhmaya) and sundry de- 
tails like directions to or description of the audience etc In the next 
six chapters the various musical instruments tunes etc are described 
The only thing to be noted here is the opening of XXVIII in the 
vtyle of a commentator and in prose as — 

atodyaiidhim idatum tyakhyasyamah tad yotha now we 
shall explain the rules on musical instruments etc. 

Once again the different characters (types or standardised ones) 
with their various functions are described in XXXI V and XXXV 
In the last chapter XXXVI— the names of the sages who are asking 
questions to Bharata are enumerated (a bold and brilliant 
afterthought ') fhe puna ranga is once again described and finally 
the glory of drama of Bharata and his sons and descendants and 
heirs and successors is sung The curtain drops as if wearily after 
a verse in the longest— sragdhara— metre and in the fashion of later 
bharata takyas In writing such a long and dragging work perhaps 
Bharata had improved his poetic capacity enough to write a single 
verse m the longest metre 1 

B Criticism of the information in the N S 
From the summary above one thing is clear that the present 
Natyasastra, far from being the earliest, is quite a later composition 
The accurate analysis the copious information and the critical vein 
(though concealed) presume the earlier existence of numerous, plays 
and numerous attempts to understand them It is evident that at 
the time the Natyasastra assumed its present form Drama had estab 
libhed itself as a popular and a regular feature in social life. "What 
does it matter whether Bharata wrote it or was merely responsible 
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for it aa long as the book holds up Drama to the admiration of the 
readers and as the only entertainment common to all irrespective of 
caste and culture 5 6 7 No wonder then that regular and well constructed 
playhouses existed at this time. The book reveals a hi toncal sense 
m describing the different types of playhouses In the early days 
such shows might have taken place in the open. But says Bharata 
the demons took it into thur heads to create disturbances So it 
was considered advisable to construct \ ell guarded places (I 55 79 
II 1 27) On certain occasions if the Manager or Patron so decided 
pDj’s were represented in the open (XIV &i) The time of the day 
too was prescribed for performances Generally speaking midnight 
noon turn twilight and meal times were prohibited (which shows that 
Bharata had an eye on the business side of Drama ') The actual 
tunes were fixed as under 

(t) A play which is pleasant to the ears and based on tradi- 
tion® is to be represented during the earlier part of the day 
(purvShna) 

(u) A play wherein the Sattva quality (m acting and in re 
presentation) predominates and where there is plenty of instrumental 
music — 1 » to be staged in the latter part of the day (aparahna) 

(m) A play in the Kavaki style dealing with brtigdra rasa and 
with plenty of music and singing is to be staged early at night (le. 
immediately after sunset; and 

(iv) A play of high sentiments treating mostlv the ktnum 
ta^a is to be staged in the morning 

Attempts hav e been made to show that this time allotment is 
more or less b3Sed on scientific and hygienic and psychological con 
sideratious In spite of their ingenuity these attempts presume too 
much to convince As a matter of fact it appears that the four fold 
division above relates to the four different types or styles or vjttis 
of drama. The p'ay referred to in (if is obviously the bhatati type 
that in (n) tb sattiaTi more or less the third is certainly kamkt 
and the last, if not c rabbet i9 one that is different from the first 
three. T\e have shown in an earlier place that the traditional and 
continuous stages in the evolution of Sanskrit drama were bkaralt 


5 \XMl 5003 

6 Cf ttthaso may a sr$tah sa suretu rnw/yoMm (1 191 Th« very 
first p oduction is called itihasa ( = tradi on) 

7 Chap III 
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sattvatt kaisiki and crabhatt Further we are told in I 17 what each 
of the four Vedas contributed to the making up of drama Let us 
place aD this information side by side 


1 bharati 

Recitation 

Rgveda 

pathya 

purvanha 

2 sattvati I 

Recitation 
with gestures 

Samaveda 

chanting | 

aparanha 

3 kaisiki 

Impersonation 

Yajurveda 

abhinaya 

early night 

4 arabhati 

Representation 

Atharvana 

rasa 

early morning 


It will be seen from the above that style has more to do with the 
time of performance. Where there is mere recitation the earlier 
part of the day is more suitable both from the reciters as well as 
the listeners point of view Early morning fresh and energetic n» 
as suited for emotional acting Where gesture play s an important part 
the light of the advanced day (aparanha) is more convenient 
Similarly for impersonation to be successful (especially wTh the 
conveniences of those days) night time is the best Bharata however 
prescribes only early night for two reasons ( 1 ) ladies take part in 
plays of kaisiki s*yle and ( 11 ) the type of the playhouses was not 
suited for night performances Nowhere in the text do we read of a 
roofed playhouse Under thc*=e circumstances night performances 
were possible— unless a play was staged for the elite within the four 
walls of a well lit palace or mansion Bharata, however mentions 
with a touch of humour (conscious or unconscious) that he is op 
posed to night representations on principle 1 Drama he says would 
be the destroyer of sleep (natyam mdra vinasanam XXVII 92) 
Let us only hope that the sage is too sircere to insinuate 

Open or closed the problems of the playhouse did not serious 
ly affect the staging A dramatic repre c entation was as desirable as 
any other ritual and as much if not more entertaining Not only 
was the drama a divine inspiration drawing from the four holy Vedas 
but the incidents (vrtta) and the treatment (vrtti) m it were equally 
divine in origin and conception. The very first production z the 
samaoakara called the Churning of Nectar dealt with the doings 
of the gods (IV 4) The ~econd diow — a dnna variety — deal* with 
the burning of the Three Walls by God Siva (IV 11) Further m 
the very early stages Siva himself undertook the task of introducing 
music and dance m the performance Similarly the various irttis 
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3 e the mooes of treatment originated from the fight of Divine Lord 
Acynta with the demons Madnu and kaitabha (XXII 2ff) It is 
ro wonder that drama under such auspices should soon develop 
into ten raneties though it ts a wonder that no new varieties were 
introduced b> the dramatists or recognised by the crucs ever since. 
Perhaps the later dramatists were lees original or the later critics less 
ob=ervant or the sanctity attached to Bharata s name was too solemn 
to allow any departures \s for Bharata himself he enumerates and 
classifies and defines and explains the ten varieties Incidentally he 
has pointed out some general features (XXI) Thus any play in 
general has h\e mam ways of knihrng i amdhi) its incidents To 
open with thq story of the play is narrated in outline a) the 
particular incident or incidents that gi\e n=e to a dramatic situa 
tiotl should then be introduced ( prcti mukha) afterwards should be 
■described the situation that heightens the dramatic sense by coming 
in conflict with or contract to the preceding incident ( garbha ) a 
■dramatic way should be suggested to steer through this conflict (ati 
marsa or t marsa) and finally the desired end \hould develop {mr 
tahauat IV e do admire Bharata lor hi* power of ob«erration and 
understanding It will appear howerer that here Bharata has done 
nothing great except coining some technical words The fire stages 
of derelopment mentioned abore are just the fire members of a syl 
logi«m in Indian logic In a logical syllogism there is first the prati 
jiic. a statement or a sort of enunciation of the thing to be prored A 
Ae/w or a logical reason is then stated Thirdly there is a dntanta 
or analogy which is applied <m gamai in the fourth statement to the 
“thing to be prored with the result that the thing is prored (s:d 
dh&nlo) Likewise, according to Bharata the dramatist first sum 
manses the derelopments in his play < mukha) then cites an incident 
which would bear out such a derelopment ( praltmukha) gires 
examples similar or dissimilar (garb! a) equates the example to the 
problem in hand (aumarsa) and thus amres at the promised dere 
lopment (mn ahat'a) This logically stnet analysis as will be shown 
later was responsible for a «enes of stereotyped plays. Perhaps Blu 
rata dud not reali'e that art was not logic but mane that it was not 
fixed but fiesh m form and -poser 

(C) Pre Bharat*. Dramas 

It cannot be supposed that Bharata produced this analysis with 
■out any models before him nor should it be h“ld that from the rery 



120 DRAMA IN SANSKRIT LITERATURE 

beginning plays were written in Sanskrit with such an artistic treat- 
ment We have already suggested the probab'e stages of the deve- 
lopment of early Sanskrit Drama. A closer study of Bharata s ten 
varieties of representations supports that suggestion of ours to a great 
extent Of the ten vaneties four are of the simplest type not that 
they are mere short sketches but the mode of treatment in these four 
— the anka the prahasana the bhana and the utln — is elementary 
Each of these four has wily two of the five sanidbi s or ways of deve- 
lopment viz the first and the last That means that none of these is 
m any way different from mere recitation Bharata himself adds 
explicitly that the anka should have the bharafi or the recitational 
style (XX 100) The other three al-o are probably m the bharafi 
style® As an artistic improvement on these four we have the tya- 
y oga and the thamrga These have no garbha and aitmarsa san 
dhts A story is told an incident represented and the play ends The 
thamrga deals with heavenly men and women (XX 82) and the vya 
yoga with a well known hero and a few female characters (XX 94) 
Battles are to be represented in both (and probably these battles are 
described in songs) The samtakdra and the dtma are a further lm 
provement They lack only one samdhi viz the aitmarsa We have 
already seen that Bharata mentions the«e two (IV 4 11) as the 
first dramatic representations By first it is not meant that 
they are the earliest of the ten vaneties Before these there was 
no impersonation —and so probably Bharata does not include 
them among representational performances Lastly we have the 
ndtaka and the prakarana These two hav e all the fiv e samdhi s A 
true to life representation (ie. an attempt for it) might be believed 
m at this stage. Let us now arrange the ten v arieties as under 


Source 

Mode 

Varieties 

Stage 

R V 

Bharati 

anka bhana vithi prahasana' 

1 

S V 

Sattvati 

'vyayoga ihamrga 

2 

X V 

[Kabila 

samavakara dima 

3 

A V 

Arabhati 

1 

mataka prakarana j 

4 


How does the abov e arrangement help us to find out the drama- 
tist predecessors of Bharata 7 The answer to this question will. 


8 Cf D R III 50 
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under the present circumstances be more a reasonable guess than a 
dogmatic decision. With later works on dramaturgy like the D R 
and the S D no difficulty anses since their authors or commentators 
explain their observations with reference to particular plays No 
such satisfaction can be had in the N S Nevertheless there are 
situations which are provoking or tempting in this respect For 
example in XIII are described the various gestures to represent cer 
tain movements In XIII 88 we are told how a chariot rider and a 
charioteer are to be represented as moving on their ride In XIII 90 
the author tells us how a nde in the sky or atmosphere are to be shown 
by bodily gestures In sansknt plays we are not certain that a 
chano* - passes through the atmosphere anywhere except in Act VII 
of Kalidasa & Abhijfiana sakuntalam and the first act of Vik Sum 
larly in XIX Bharata is giving suggestions for the names of certain 
characters in plays With reference to the name of a courtesan he 
suggests 

datta mitiS ca «ena lti vesyanamum karayet 
The name of a courtesan (should end) in -datta mitra or 
sena (XIX 33) 

Though the first two types of names are common m sansknt 
plays both for courtesans as well as court ladies the last occurs only 
in the Mjrcchakatika of Sudraka where the courtesan heroire is 
named Vasanta «ena 9 Again if Bharata says that death should not 
be represented on the stage there is stronger reason to believe that 
he must have known and felt what it is to see death on the stage in 
a play like the Urubhanga ascnbed to Bn^sa Whatever that be, we 
hasten to repeat that this is not strong evidence (perhaps no evidence) 
to arrive at a conclusion At the same time it is undeniable that 
Bharata did have some standard plays before formulating his 
rules We know of no other earlier standard plays than tho=e of 
Bhasa Kalida e a and sudraka If however the author of the N S 
is de'iberately concealing such references in o'der that his book be 
claimed (and acclaimed - ) most antiquarian we refuse to be critical 
and to spoil the humour of the c ituation We will bear m our mind 
but we ^hall not mention it aloud that the author of the available 
version oi the N S does know the play’s of Bhasa of Kalidasa and 
of Sudraka 


q In the play Camdatta ascnbed to Bha-a thi character is simply 
railed nayika (heroine) 



CHAPTER XVI 


THE PLAYS OF KING SRI HAR$A 

Great writers as all other great men rise like the morning sun. 
They bring with them a freshness of feeling and vigour and vitality 
They disperse before them the long accumulated darkness of the past 
and illuminate beneath them the path of future And like the mom 
ing sun they ca^t a long shadow wherein the substance is given an 
appearance of undue prominence In this respect great writers are a 
boon and a curse a boon of life to the world and a curse of stagna 
tion to literature Prospero keeps Ariel as his prisoner So does 
the genius keep the soaring young spirits as its prisoners It is a 
great advantage to most modem societies that they are led by medio- 
crities A genius that dazzles when seen also blinds in following The 
«tudy in the last chapter illustrates the general tendency of accepting 
great minds as standard for all times The plays of Kalidasa and his 
fore runners were studied analysed and because th°y were felt as 
works of unusual merit were held up as models to be coped 
Kalidasa is not to blame The very example of a genius breaking 
down all shackles becomes a new and a stronger shackle to his 
admirers Left to himself Kalidasa would have advised (if he had 
no better business) any aspiring young wnter m such words Live 
and live thy own life «ee feel and write But the cntics had the 
advantage of him and said see Kalidasa feel what he describes 
and repeat what he writes No wonder that for a long time to come 
the history of San-krit as well as of some vernacular literatures is a 
race in imitating Kalidasa and his class In the fore front of this 
rece is Hts Majesty King Sri Hai$a of Kanoj who ruled about 
610 AD — 642 AD 

Sri Har§a is credited with the authorship of three Sanskrit play a 
— Priyadarsika Ratnavali and NagSnandam. It is not of great interest 
to us whether the king himself or his court poets under their patrons 
name wrote these plays Genius makes no pretence to the author 
slup of these plays and between the patron king and his court poets 
like Bana the king has decidedly an advantage He need not have 
written these plays and still we would have found out the poet in 
him. His adventures and his accomplishments as a king (and also as 
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described in the Har&a-canta of Banal and as a connois,eur re\eal 
a mind keenly susceptible to surroundings In his life time he had 
the privilege of belonging by turns to the two great religions of the 
day \i z Hinduism and Buddhism. His exp< nence was varied and 
unusual His father died his only sister was lost and in searching 
her his elder brother died his sister returned widow ed and wedded 
to Buddhism and left a deep impression on him TV hen quite a 
young man he was called upon to rule the kingdom On his death 
he left behind him an Empire and three Sanskrit play s 

AH the three plays — P D Rat and Nag — show one hand 
through and one mind behind them gradually improving in craft and 
confidence The two plays — P D and Rat — deal with the story of 
that popular hero Vatsarajd or Udayana king of Kausamt. They 
are different from one another because their titles differ from one 
another and the titles differ from one another because the names of 
the two heroines differ from one another Essentially there is no dif 
ference between them and no justification for two of them The 
superficial difference is due to the passage of time from the writing 
of the one to the writing of the other P D opens in diffidence, 
develops into confusion and ends in chaos and convention As the 
play opens King Vatsa has escaped from pnson along with Vasava 
datta his wife His general has defeated and killed \ indhyake u in 
the south and has brought with him Princess Pnyadarsiha ( heroine ) 
mistaking her for the daughter of the slain adversary In this dis 
gui«e the heroine is left in the queens tutelage After a time the 
king sees her She is now grown up and king Vatsa falls in lov e with 
her rhen follows the usual type of court intrigue under Vidu»ahas 
auspices A plav written about the King is to be staged Priya 
darsika is assigned the queens role m the play And here the real 
king gets the chance of making love to the heroine las the play 
queen) The intrigue" is intrigued Not interested in the play the 
Vidusaka goes to sleep and babbles out tne truth. The queen u 
angry Her anger is further incensed because the king has done 
nothing to save her unde who has lost his kingdom and libertv By 
the time the king a-ks forgiveness his general returns after success 
fully saving the queens unde and reinstating him fhe queer is 
■pleased at this gracious move on the part of her husband and returns 
it by setting free the so-long imprisoned heroine That girl however 
has swallowed poison in despair and is saved only by the wamcal 
Powers (charms) of the king It transpires ultimately that tne 
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heroine is no other than the daughter of the queens uncle. In ac 
cordancc with an earlier betrothal this love- marriage (’) is brought 
about by the queen herself 

A similar story with KTibdasa lias lent it'elf to a lively drama 
tic treatment in the Malav But Har§a s P D is too poor in execu- 
tion The whole of Act I is a sort of viskambhaka prosaically 
narrating the background ot the play In Act I the heroine does 
not appear on the stage at all Act II is in imitation of Khlidasa. 
The heroine goes to the pond and is tormented by the bees as Saltun 
tala is and Vatsa like Dusyanta steps forward to her help. 
When PriyadarSikJ is calling for help the Vidu^aka says 

bhavati sakala prthvi pantraija «amarthana \ atsaiajena parti tra 
yanutucctinundivankam akrandasi (Lady, you are being protected 
by Vatsanja thq strong protector of the whole world and yet you 
call upon the maid Indivanka for help) , when Sakuntala too enes 
for help (A. Sak. I) her fnends tease her by saying he avam, pan 
tratum Dusyantam akranda r3ja rak$itavyam tapovanani 
nama (who arc we to .protect you’ A hermitage is to be 
protected by the king Call upon Dusyanta) The situation 
in \ Aik. is more dramatic, more genuine and more enjoy- 
able since Dusyanta is actually standing there, known to the 
audience but rot seen by the girls. In P D not only the 
audience but the heroine also knows that she is already m the arms 
of Vatsa Again in Act HI we have a play within the play It has 
proved too much for the y oung writer The roene is laid (m the mam 
phv ) near the pond as the Act opens and then is clumsily shifted 
to the prcksT gara the Mumc Hall of the palace ’ As the play withm 
the play proceeds, the Yidusaka, like his ca-te-fellow in the Malar., 
goes to sleep and mutters out the truth. The description of the music 
(III 10) and the speech of the Kancukin (III-3) are repeated word 
for word m Nag 1 14 and I\ 1 respectively In Act I\ thd hero 
saves the luromes lik. bv means of his mac'cal powers. Maned 
powers "re "gam iroroduced (though this time the hero is deprived of 
them) in Rat IV As a matte of fact it appear* as if the author 
wrote the R^t simple to imrove on and remove the defects m the 
P D In the Rat the heroine sees the hero n Act I ss the latter is be- 
ing worshipped bv the queen wh le the hero and the heroine n the 
P D see c^ch other fir the find time m Act II With only two Acts re- 
maining there is Ivss «cope for devekmaert m the P D while in die 
R-t the lo\e-«tory proceed* bnsklv from the beginning of Act IT 
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Nor was the dramatist prepared to wnte more than four Acts The 
story demanded but the conventional rules refused more than four 
Acts to a napla So like a street artist harassed by a policeman 
His Majesty sn Har$a packs off his materials with inartistic hurry 
Once again in P D III the heroine s friend tellb the Vidusaka that 
the heroine is in love with the king and the Vidusaka returns the 
compliment by telling as plainly that the king also is in love with the 
heroine. This is not even good story telling, much less a dramatic 
situation It will not do for a dramatist to forget that no character 
can speak to another character (except in the ca^e of bad acting) 
without being heard by the audience Har§a seems to have found 
this out since in Rat II he tnea to make an identical situation 
more dramatic but utilising a myna bird What the heroine tells hfr 
fnend is heard by the myna which repeats it later in the presence 
of the king Similarly the clumsiness of the play within the plav of 
the P D is avoided in the Rat where the heroine through the clever 
ness of the Vidusaka is brought m the disguise of the queen herself 
For the same purpose of dressing the heroine in the queen s robes the 
d,amatist had to u«e a plav within the play in the P D Lastlv 
Act IV of the P D is a hopeless jumbk of events In a similar 
situation in Rat IV the minister augandharayana brings in a 
magician who sets the palace on fire. Va^av adatta suddenly remem 
here that the heroine is fettered and the king immediately rushes to 
help The fire was an illusion created by the magician. Otherwise 
says Yaugandharayana how could the king be brought to the hero 
me’ Apart from that the incident reveals 1 the nobility of Vi^ava 
datta and the heroic love of the king for the heroine. In the P D 
two situations are introduced either of which could have brought 
about the freedom of the impnsoned heroine the help rendered bv 
the king to her uncle had put the queen in such a gracious mood tliat 
she was prepared to «et the heroine free Or the heroine swallows 
poison which fact would have equally «erved the purpose As it i« 
the attempted suicide is absurd and superfluous — unless the drama 
tist was keen to *diow that his hero was in no way inferior to a 
■snake-charmer 1 The heroine however found out that it was too 
dangerous to attempt suicide at the end of the play and so in the 
Rat she tries that ruse in Act HI Not only that the heroine of 
the Rat is m the queens robes while attempting suicide The 
King (hero) thinking that the queen herself is committing suicide 
rushes to her takes her in his arm® protests his love and lo ' the 
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real queen conies on the stage and detects what she thinks a trea- 
chery — the 'second one within a few minutes This situation adds 
to the gaiety of the comedy On the whole, the Rat shows its 
author as a dramatist of no ordinary talents The very ideas and 
situations of the P D are repeated in the Rat but their exquisite 
polish in the latter shows not only the boldness but the originality 
of the artist The attempt of Harsa to write successfully within the 
restricted field of rules of dramaturgy was at last achieved m the 
Rat Perhaps Harsa was too good a king to set to his subjects a 
lesson in revolt by himself flouting the rules of dramaturgy Never 
theless he seems to have made a bold attempt to brea-c 
loose in originality That attempt was a failure. So after 
hav mg written NagSnanda in that attempt he reverted to 
the early methods and rewrote his Pnyadai^ika in other 

words he wrote the RatruvaD 

Naganandam is of course, a play different from both the Pnya- 
darsika and the RatnavaE The fact that the Naganandam deals with 
a hero who ends as a Buddhist is of no relevance It is only in the 
last two Acts that the play takes a Buddhistic tone m the first 
three the hero— Jimutavahana— does not do or say what cannot be 
done or said by a non Buddhist. What makes Nag different from 
the other two plays is the very basis of dramatic treatment The 
two natika s represent love within the court life and the palace walls 
In the Nag love transcends fort walls and national boundaries It 
is love that we have met with in Kalidasas plays especially in the 
A Sak. So as in the latter the opening scene in Nag is laid in a 
hermitage The two plays run exactly on the same lines the only 
difference being that the A. Sak. is conceived by a master mind 
Jimutavahana enters the hermitage his right eye throbs (cf A. Sak 
I 14) he meets the heroine and the two fall in love Love in Kali 
dasas play pours forth in profuse strains of unpremeditated art 
in the Nag it is premeditated s nee Gaun her goddess, has told the 
heroine m a vision, of the coming of this stranger lover Mitravasu 
the heroines brother comes to the hero with a proposal on behalf 
of his sister Jimutavahana demurs not knowing that the girl he 
has fallen m love with and the girl proposed are one and the same. 
The heroine seeing from cover all these attempts m a fit of disap- 
pointment attempts suicide. To make matters worse, the hero has 
just sketched the lady of his heart and Malayavati the heroine 
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doc=> rot know that it is herself Jimutavuhana rushes to help and 
saves the girl Now it is known that the heroine Malayavafi and the 
sister Mitravasu and the girl sketched are all one and the same. The 
lovers run into each others arms and by the end of Act III the 
marriage is celebrated with the sanction of the heros parents In 
Act IV Jlmutavahana comes to know of the sad plight of the Naga s 
(makes) who are murdered in numbers by Garuda the Celestial 
Hawk To avert a total extinction of his race the King of the Naga s 
makes an arrangement with Ganida to send to the latter each day 
one naga to be devoured The hero wandenng by the «ea shore 
is moved by the wailing of a naga mother whose =on is to be tha* 
day s v ichm Jimutavuhana offers himself up in the place of that naga 
and is earned away by Garuda In Act V the o’ d parents ard the 
wife of the hero come to know of his fate and prepare for 'elf 
immolation In the meanwhile Garuda retires v ith the hero rrortallj 
wounded admires the selflessness and the moral courage of his 
victim, recognises him as the great JTirutavahana and finally relents 
and promises to stop his murderous activities In the presence of 
his family and friends the hero succumbs to his wourds Inune 
dia l elj the goddess Gauii appears m answer to Malay avatis prayer 
and brings the hero back to life Garuda on his part fetches nectar 
from heavens and does more than he has promised by resuscitating 
all the naga s he had killed Thus the play gets the title of N2gi 
nandam i e. the ananda bliss or resuscitation of the Nagas Let us 
imagine the ananda of Harsa too who m imitation of the great 
AsoKa after his Kalznga campaign might ha\e promised like the 
Garuda in the play to cea«e his murderous activities and wars It 
would not be lair otherwise 

What was the object of the dramatist in writing this play 5 It 
is usually held that feri Har^i wrote it either to extol and poach 
Buddhism or that he wrote it when he himself had been converted 
to Buddhism. The Nandi opening verse, is a prayer to Buddha 
it the body of the play the Brahmin fool Vidicaka is made ridiculous 
with his sacred thread torn and his ignorance held up to scorn Such 
features are quoted in evidence of the Buddhistic tendency of the 
play As for the fun poked at the Vida aka we need not be ^o cn 
tical Even in the apparently non Buddhistic Pny adar&ka Har?a 
makes his hero ridicule the V idusaka in these w ords veda samkhyaya 
eva aveditam brahmanyam "\ou have proved your Brahminhood 
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by mentioning the number of Vedas 1 2 The ignorance of the Vidu s a k a 
in this respect is the stock in trade of Sanskrit dramatists lrrespec 
live of their religion. Similarly the opening prayer to Buddha does 
not necessarily convey that the author js a Buddhist. Buddha has 
a place among the ten incarnations. If Sri Har?a intended to sing 
the glories of Buddhism in this p!a> he must be condemned as a very 
poor artist The first three Acts of the play would be <=o di pro- 
portionate the remaining two Acts so insufficient to com e> the dra 
matists intention Secondly a verse common to all his three pro- 
logues reads 


loke han ca bodhi sattv a cantam 
The story of the Bodhi sattv a is popular enough. 

But the story in the play is about Jlmutavahana. True Jlmuta 
vahana is mentioned in other authorities as a Bodhisattva and in the 
play itself Garuda speaks of the hero as a Bodhisattva * It is rather 
6trange that the hero should be referred to as Bodhisattva once only 
in the five Acts of the play In other earlier plays Jlmutavahana was 
mentioned as a Bodhi sattva And yet Sn Har?a does not insist In 
these circumstances we are inclined to believe that our author had no 
idea of depicting a Buddhist hero The conception of Universal Love 
in Buddhism came to the aid of Har§a who wanted to depict Ideal 
Love by providing a hero from its pages The background and the 
atmosphere in Act I make a brilliant beginning for such a story of 
love. But by the end of Act III the play' slipped through his fingers 
and descended to the level of an average love story In the A Sak. 
Kalidasa introduced a clever trick by taking Dusyanta away to a 
field of apparently higher responsibility viz the Kingdom But our 
Buddhistic hero has lost his kingdom, can go nowhere and ultimately 
in Act III has to dismiss the heroine by describing her poetically in 
one verse What is our hero to do when the author himself is at his 
wit s end 5 In a fit of desperateness on the parts of both the drama 
tist and of his hero the way of death had to be chosen. To show 
love at its. highest the hero had to die but he could not che a legJ 
timate death since rules of drama prohibited it So Harsa had to 


1 Act II of course it need not be added that the Vidusaka men 
tions the Vedas as four five and six. Cf also Act II of Bhasa s Avtmaraka 
where the Vidusaka mentions Ramayana as a treatise on dramaturgy • 

2 kun bahuna bodhi sattva eva a} am maya vyapaditah VI 
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iall back on a religious excuse. Jlmutavahana dies on the stage be- 
.cause he is a Bodfusattva * He is not bound by the rules formulated 
by sages of Vedic cult. Thus the play closes as tamely as it opens 
■brilliantly And now the list of Harm s failures included both Pnya 
darsika and Nagananda. We have shown above how the defects of 
the P D were improved upon ut the Rat Likewise some of the 
unsuccessful artifices in the Nag are retouched in the Rat the 
-sketching of one lover (heroine) by the other (hero) in the Nag is 
Utilised to better purposes and with greater effect in the Rat The 
fooling of the Vidusaka in Nag III with a bad pun on the word 
vam (to paint or to describe) the scenes of revelry again in 
Nag III are more picturesquely and more discreetly depicted in 
"Rat I 

On the whole it appears that Harsa was keen to improve. Even 
in his last play however there are serious blemishes The unnecessary 
repetition at length of the dialogue between Sagan La and Su-amgata 
in Act II through the myna bird is an illustration to the point. The 
ting could have known it in anv other way less annoying to the 
audience. Besides a monkev has to be introduced let loose to bring 
about «uch a situation. What a monkey to upset and frighten the 
■whole palace ' True Kalidasa al,o lets a monkey loo-m in his Ma 
lavikSgmmitram bat it does not develop such fnghtful and fanciful 
consequences This is one of thi major defects of Sri Harsu as a 
dramatist His art knows no economy 

The real trouble with Harea was that he was! least qualified to 
"be a dramatist A knowledge however thorough of all the rules of 
dramaturgy is not in itself sufficient to write a good play Sri Harsa 
like most of the Sanskrit dramatists borrows the story from an eariier 
source But when it comes to re-telhng it m a dramatic form he 
fails His characters are mostly story tellers and as such we are not 
interested in what happens to them Even in three or four principal 
characters there is no life at all Either they are dummies Stuffed m the 
traditional form or they are the mouthpieces of the poetic author 
He know beforehand what his characters are going to say and what 
we do not know would be irrelevant lyrical outburst. His Vid3saka 
for example, has no individuality He is not a s naturally a fool or as 
naturally a scoundrel as he should have been On all occasions where 

1 Note the wo d bodhisattva used only orce in the play and that 
too when the hero is dead ( vyapaditah) 

SL—9 
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he makes a fool of him«elf you can hear the author prompting and 
pushing behind Similar!} except in the Ratnavali to some degree 
the heroines of Hama are dull automata who submit to destiny m 
a ritualistic manner, submit to their lover in a conventional manner 
and are married at Iart more out of pity for their helplessness than 
in the name of true love With such a Vidieaka as his friend and 
such a heroine as his beloved the hero cannot but be a school master 
only he is more temperamental suite he lives amidst luxury and beau- 
ty From a comer of a stage, he declaims ( i e. dictates to the school- 
boy s) poetic description of the scene of the heroine of sunrise and 
sunset at the end of Act I or II or III To take an example the 
whole of Rat. I is poetry pure and simple. Of the eighteen long 
verses in the main scene no less than thirteen are sung by the ling 
He describes the festivities (5 verses) his queen (4 verses) and the 
evening (2 verses) The fact that Bn Hama now and then rises to 
great poetic heights does not mitigate his defects as a dramatist. 
Whenever Hama, finds that the play is not moving in action he hust- 
les in characters like so many errand boys and hushes them out with 
as much lack of tact and grace Thus to take an instance in N5g 
IV the hero is wandering along on the beach He wonders what the 
mounds are He pushes in Mitrdvasu to say that those mounds are 
not the Malaya ranges but heaps of nagas (snakes) bones Then 
he explains the fate of the nagas No sooner is this information 
given (to the audience) than a messenger comes to say that Miti3- 
vasu is urgently wanted by his father Why ’ Let the servant him 
self answer pratiharah — (kame) evam evam Attendant — 
(whispers) so-and so In other words Mitravasu is packed off by 
the dramatist 

It is needless to add examples The only marv el is how such a fine 
poet turned out to be such a poor dramatist As a patron, he might 
have been pampered by the court pundits as a king His Majesty 
might have less scope for insight and observation But this is not 
all What is more to the point is the artificiality of Sn Hamas 
dramas He wrote plays we are almost compelled to say not 
because be wanted or felt to study the various aspects of life Poetry 
to him was an accomplishment and not an urge Drama with him 
was a product not of life but of learning — learning the rules on 
dramaturgy Bharata says that his first performance was given on 
the occasion of Indra festival (NS I 56) So Hama s Naganandam is 
staged as is said iri the prologue, on Indra festival day Similarly 
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a napka treated in Spigara rasa coaid be staged only at spring time 
so the P D and the Rat are staged on the occasion of the Spring 
festival It is for this reason that sri Har$a mentions in his pro 
logues four requisites for a successful performance, viz ( 1 ) a clever 
poet, ( 11 ) an appreciative audience (in) skilled actor= and (i\) a 
popular story Though it fc> gratifying to note that Har*a takes only 
25 pc credit for himself tt was an ill day that handed over one of 
the most popular forms of literature into the hands of a king The rule 
of law and order was, transferred to the realm of literature Who knows 
if Har$a did not emplov some pedants to formulate new rules with 
reference to his plays alone and did not thus give his royal sanction 
by writing in the decaying Sanskrit language to the banishment of 
intellectual democrats and artistic anarchists 7 * 


4 Unfortunately we have Dhanika the commentator of Dhananja 
5 a s DaSarupaka quoting and illustrating ootly from Sn Harsa» plays 



CHAPTER XVII 
A REVIVAL 

(Visakhadtitta and Bkavabhutt ) 

We saw in the la«t chapter 1 that with King 6ri Har$a Sanskrit 
drama assumed a definite form and was already on its way to stan 
dardisation The increasing distance between the written Sanskrit 
and its spoken dialects and the literary fashion set by such a power 
ful king turned Sanskrit drama into an intellectual luxury We 
might even go further and say that immediately after Hai$a play 
writing was placed on the curriculum of a poets degree. We might 
imagine on the analogy of the restoration penod in England a ple- 
thora of plays — small plays by small writers Most probably the same 
theme viz the love affairs of a king satisfied the poetic fancies of 
each and every writer At a time when play writing is a literary 
fashion a poet as well as a philosopher or a grammarian can legiti 
mately be expected to write a play The result is inevitable. Drama 
ceases to be what it should be both functionally and technically That 
such was the ca<=e could be seen from the strong protests of two 
great dramatists after Harsa Vi5akh5datta the author of Mudra 
Rak?asa speaks of plays of bad writers which begin one way and end 
quite in another one. (kukavi Iqta nafakasya lva anyanmukhe 
anyanmrvahane) He is sick of pedants writing or taking interest in 
drama In the prologue he tells us that he is writing his play for an 
audience that is particularly appreciative of (this branch of) Iitera 
ture (kavya vi^esa vedmyam pansadi prayufijanasya) He himself 
has studied drama in all its aspects In a splendid passage (IV 3) 
he compares a dramatist to a statesman. Both are capable of work 
ing on slender materials or developing the same concealing at the 
same time the possibilities and of keeping that development through 
out under their control even as they raise therein intellectual prob- 
lems To write a drama! you must be a dramatist first and last- 
thundered the other writer viz Bhavabhuti the author of three plays 
the Mahavua canta the Malati Madhava and the Uttara Rama 
canta 'Vou have studied the Vedas the Upanisada* Semkhya 
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and Yoga lores’ Yes’ You think you are clever dont you ’ But 
know that all your learning is of no use for play writing The 
powers of a good dramatist he in his close observation, in his subtle 
and succinct style and in clever presentation (MM. I 10) So he 
says of MalatS Madhava his social play that the sentiments 
therein are depicted m all their subtlety actions charming and rea- 
sonable and that though a love story it has sensei and dignity and 
an unusual plot developed m a skilful dialogue. (MM 16) Bhava- 
bhuti has correctly sensed the defects of earlier plays dealing with 
stupid stereotyped and undignified love plots m dull and unnatural 
accents He reports his audience as tired of sickly love stones Let 
us have a play depicting the heroic sentiments of cultured minds a 
clash of characters and the subtleties thereof This is their request 
to the stage manager of the Mahavjra-canta (12 3) 

From still another point of view these two dramatist seem to 
protest against Sri Harsas type of play From it, very origin as 
well as in the hands of playwrights like Kalidasa and Sudraka drama 
was a product of contemporary social soil and surroundings In popu 
lan«mg the Natika form Sri Har§a introduced a style of romance 
that refused to face realities and persisted in following fancies To 
Vi3hhadatta and Bhavabhuti drama was essential! v a social study a 
presentation of the ways of the world — of lokacanta So we find 
VWaldnddtta writing against a historical background while Bhava 
bhuti takes mo=t of his plots from the epic Kamayaija since it con 
formed more than the Mahabharata to the Hindu iype of family 
and other social institution-) It is true their stones are old but entire- 
Iy new is the way in which they are told' Drama, with these two 
wnters is once again a presentation of life as they raw and of the 
life that they saw It is for this reason that the Canaky a in the MR 
is no* - the traditional Canaky a a self seeking adventurer In the 
play he is a constructive statesman whora one ambition is to place 
his country under a strong and uniform central authority Visakha 
datta a member of the ruling clara had not lived in vain at a time 
when his country was divided order petty and narrow minded princes 
whw=e ore business was. to fight with the neighbour This country 
did never feel secure as long as the Nandas were ruling Now it has 
been united under one sovereignty — these words of Canaky a (I 22) 
are a cry from the poets heart. In the very last verse of the play 
the author notes with agony his country preyed upon by the foreign- 
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ers (mlecchair udvejyamana) 1 Let me not lose my intellectual 
powers which to achieve an object, are far more efficacious than 
hosts of armies (I 26) In this sentiment of Canakya the drama 
tist is asking for a sound statesman in preference to a sound killer 
otherwise known as a great conqueror or w T amor These warrior 
kings with their hosts of armies emulating the code of another 
time, had done their worst by fights and factions Times are chang 
ed now The rule of the country must be reflected not in the gory 
sword but in the feeling intellect of the ruler Ev en the old rale that 
a Brahmin should counsel and a K$atnya should fight is no longer 
relevant The professional Brahmin Canakya is throughout the play 
earnestly seeking to win over Amatya RIk§asa before making him 
the kmgS> minister In the very first speech Canakya makes it dear 
(ata eva asmakam tvatsamgrahane yatnah ) That is why we are 
trying to win you over 

Far bolder than those of Visakhadatta are the changes and the 
adaptations that Bhavabhuti introduced in the episodes he selected 
from the epic Of his three plays two viz, the Mahavira Canta 
and the Uttara Rama Canta are based on the Rama story Between 
themselves the two plays cover the life story of Rama from his edu 
cation and mamage upto his second re-union with Sita (It roughly 
extends over 26 years 14 m the MahS and 12 in the UR) The 
poets object is evident throughout He attempts to interpret the 
life and actions of Rama— unavoidably in the light of his own 
society and surroundings The struggle between Rama and Havana 
— the core of the epic story — is a fight for supremacy as Bhavabhuti 
sees it in the Mahavjra Canta Rama as an ideal king is compelled 
to challenge Ravana a powerful tyrant The rak?asas of the play 
are not the fantastic evil spirits of mythology They are one and 
all well behaved human and reasonable in a way Thus MSlya 
van the uncle of Ravana is planning to get Para^urama a Brahmin 
and an inveterate hater of Ksatriyas against Rama Here, as well 
as in Act IV Malyavan is a statesman who has a policy and a diplo 
macy When the defeated Parasurama retires into the forest leaving 
the Dandaka territory under Rama s supervision Malyavan des 

1 This sentiment would not be as true of the tunes of Canakya as 
of after the downfall of the Mauryan (but more espeaally of the Gupta) 
Empire. The author thus refers more probably to contemporary condi 
tions. 
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patchy Surpanakha disguised as Mantbara the hump backed maid of 
Kaikeyi surpanakha goes to Mithila and asks Da^ratha for two 
boons he had promised to his favourite queen Kaikeyi one that 
Bharata should be crowned heir apparent to the throne two that 
Rama should go in exile for 14 years with SIta and Lak$mana In the 
epic the above episode takes place in the palace of Ayodhya where 
Alanthaia instigates and then Kaikeyi asks Bhavabhuti however 
has laid the scene at Mithila and has entirely exonerated Kaikeyi 
from the sordid piece of cruelty and hatred by making Maly avail 
and Surpanakha responsible for the whole affair 

The episode of Rama s mamage too is described in an original 
■way Rama and Laksmana led by Vi vamitra amve at Mithila where 
Janakas brother accompanied by Sita and Cmula receives them 
"Rama and Sila fall in love at first sight The mamage is practically 
•settled The ordeal of breaking Sivas bow in twain is then gone 
through, if formally As a matter of fact the breaking of this 
"bow is made significant from an entirely different point of view 
(though in the epic it is a necessary preliminary to the mamage) 
"Parasmama a powerful Brahmin feels personally humiliated and 
challenged since Siva is his tutor In Acts II and III the poet ana 
l\ses the character of Parasurama m a masterlv wav Should the 
Brahmins degrade them elves by taking as Para urama did to the 
cruel profession of fighting ? I\as Para^urama justified in his efforts 
to exterminate the Ksatnya race’ Para-urama hinwelf answered 
these questions after his defeat and humiliation in Act IV It was 
not m the feast wi 1 ^ of me to behave a» I did My name and fame 
nnd family have been sallied by me alone I had many faults in 
me and yet you forgave me with a Brahmins kindness I have 
been defeated for my own arrogance and for my own good. (IV 22) 
Bhavabhuti himrelf was a good Brahmin of the South, which only 
shows that he was a better dramatist 

In being a better dramatist Bhavabhuti has a claim more to our 
■sympathy than to our admiration Like all original thinkers and 
great artists he seems to have been misunderstood even ndiculed by 
his contemporaries Literature and art are the only phases of life 
"where democracy is a positive curse. The contemporaries of Bhava 
bhuti had their own ideals about drama— like the muddled headed 
middle-class of all ages Moreover plays like tho*=e of king Sn Harsa 
had convinced them m their b°fief that drama at its best, was a 
luxury and a pleasantry Love to them was mere la'anotisness. 
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When a Vi^akhadatta! writes about a prosaic Brahmin and when a 
Bhavabhuti writes like a prosaic Brahmin where is drama going tQ ? 
— they asked half in contempt and half in humiliation Worse than 
that Bhavabhuti s manner is positively insulting when he writes of 
love as 

advaitam sukha-duhkhayor anugunam sarvasu avasthasu yad 
visiamo hfdajasya yatra jarasa yasminn aharyo rasah 
kalena avaranatyay&t parmate >at snehasare sthitam 
bhadram prema «umanu§asy a katham apy ekam hi tat prapyate 
Uniform in happiness and misery, equable in all conditions,, 
the content of heart where feeling intensifies with age and as time 
goes by npens into friendship such is love. Lucky is the man who 
for once is destined for such love. (UR. 1 39) No wonder that 
the populace turned down Bhavabhuti s plays and philosophy and 
no wonder too that Bhavabhuti in one of his most wretched moodv 
cursed it in such dignified accents 

ye nama kecid lha nah prathayanty avajfiam 
jSnanti te kim api tan prati na esa yatnah 
utpatsyate mama tu ko pi samana dharma 
kSlo hy ay am niravadhir vipula ca prthvi 
There are some who (try to) treat us with contempt Well,, 
our plays are not meant for them What do they know (of drama P 
There shall be bom one (intellectually) our equal There shall be 
for, Time is endless and Earth a vast place (MM 1 8) Small con 
Eolation indeed for so great a writer ! In fact the whole of Malati 
Madhava seems to have been written in this mood The play differs 
from the other two only in the fact of not being drawn from a mytho- 
logical source otherwise the same richness of thought the same 
powerful treatment the same high thinking and accurate analysis 
obtain here as in the other two plays 

Malati Madhava is a play that centres 'ound a love affair Un 
like m the earlier love play s> the hero and the heroine in the MM. 
belong to non princely families Secondly the hero and the heroine 
are both young and suited, to each other while in earlier plays the 
hero usually a king is already a mature and manned man of ex 
penence and the heroine a girl from about 16 to 18 and of course 
never married before Throughout Act I the dramatist is pointing- 
out that a genuine love-story is a most natural thing (I 16 18 20,. 
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23 27 and 35) He insists on this, point because the love of a king 
and a pnncess in the Harya type of plays is according to him like 
the love between the arcus manager and the animal in the cage. The 
prince 1 ' a heroine is. always confined to the four walls of the palace 
— especially that part of thu palace which is within an easy reach 
from the harem Madhava and Malati however are free enough 
to mix with the outride world and even in this wider world both 
have found each other and have also found out that each could not 
hvr without the other In spite of this spontaneous and mutual call 
the lovers could not be brought together owing to the prevailing 
social conditions and conventions nor is there any court fool of a 
Vidus aha as in love stones of longs to arrange clandestine meeting 
BhavabhQti could never tolerate the traditional standardi ed fool 
to walk in the noble avenues of love He has introduced a Bud 
dhist nun — Kamandala h\ name — who to superficial observers ap 
pears as a go-between When her di aple wonders why Rannndahi 
who has renounced the worldly ties should interest herself in a love 
intrigue the latter replies that it is only on account of her love for 
her fnend Bhunvasu Malati s father (I 12) and secondly because 
the mutual love of Madhava and Malati is an open secret Under 
such circumstances she adds it is just a credit to there who would 
bring about the marriage (I 16) Kamandala is a lady of great 
experience and learning and oi a healthy outlook The only 1 m 
portant and auspicious circumstance for a marriage is mutual love 
(naretarSnurogo hi vtviha harmam parardhyam lip $9) Thus 
she 'peaks to her di'Ctple Avalotata To Malati herself she narrates 
the stones of sakuntala and others suggesting that ev en in the sacred 
past decent girls have been bold enough — against all difficulties — to 
marry only those they loved (III 3) Thus training the lovers in 
their responsibilities guiding them along a straight fo’ward path and 
arranging meeting* between them so that they could know and un 
derstand each other more closely Kamandahi makes bold to marry 
them at the time when Malati as the bride to-be of Nandana comes 
in bridal procession to the temple. To a rife her husband i» a 
love' a fnend all her relations all her desires her treasure, nay her 
very life to a husband his wife is his rightful consort Remember 
this my clears (VI 18) is her advice to the young lovers as they 
are being married in l aste and secret The story of Madhava and 
Malati ends with Act VI In Act Ml Makaranda — Madhava s 
friend — has returned to the procession disgur-ed as Matah and is 
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mamed to Napdana. The boy Malati did not take long to give a 
good shaking to Nandana Madayantika the sister of the bnde 
groom and Malati s friend and the beloved of Makaranda comes to 
pacify her friend and sister m law and not till she embraces the 
latter does she find that her sister m law js really her lover Mada 
yantika compliments her friend by eloping with Makaranda The 
story in the last three Acts is in spite of some of the best poetry in 
them, an unnecessary tag. In Act VIII one KapSlakundala carries 
away Malati in order to humiliate Madhava who had killed her 
preceptor Aghoraghanta Act IX is only a lyrical imitation of 
Meghaduta and the last Act where the elders set the seal of approval 
on the conduct of Madhava and Makaranda is more conventional 
than artistic It is greatly interesting to note that the commentary 
of Tnpuran is available only upto first seven Acts though in his 
commentary on I 5 he *eems to refer to Act VIII * 

Though Bhavabhuti seems to have vTitten the play for an ave 
rage audience there is no compromise with his artistic conceptions. 
He has treated love from a higher point of view He has intro- 
duced a world of realities Act V is a terrible scene laid m a temple 
in the crematorium Act VI is the temple in the town If in Act V 
Malati is to be sacrificed by KapSlakundala m act VI she is to be 
sacrificed by her own people It is a clever tnck on the part of the 
poet to place the two temples side by side and challenge his audi 
ence. Act VII represents a bed room Act VIII is by the side of 
a pond 

In basing their plays thus closely on contemporary life both 
Visakhadatta and Bhavabhuti have adopted a new style and a new 
technique The lengthy soli’oquies of Canakya (MR I) and Rak 
?asa (MR II) Madhava s narration of how he fell m love at first 
sight (MM III) Lavangikns description of Malati s state of mind 
(MM III) are some of the best illustrations The authors are more 
justified m this since they introduce fine dramatic dialogues The 
scene of the feigned quarrel between Canakya and Candragupta 
(MR III) the meeting of Rama and Parasurama (Maha II) the 
ouarrel between ParaSunima and the sages (Maha III) the fight of 


2 bhadram bhadram iti Malati Madayantika prapti rupam man 
gala dvayam sucitam Bhuyase maugalaya iti Kapalakundala grh-ta m21ati 
vipama nistarah aroksagrhtta madhava makaranda prwia rakildav an sii 
cyante 
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Madhava and Aghoraghanta (MM V) Ramas talk with Vasanti 
(V R. Ill ) — m such scenes the dramatists haie shown a great skill 
in weaving a dialogue in pithy 2nd powerful prose. The plays of 
Sfi Har$a present a poor contrast in this respect As has been already 
shown Sri Har§a was more a poe*- of imagination and description than 
a dramatist of insight observation and analysis His plays are lyrics 
first and stories at the best Visakhadatta on the other hand has 
subordinated — even suppressed oftentimes — pure fanciful poetry to 
genuine dramatic value. (My cnee (MR. Ill) do we find a long 
lyncal passage but then the kaumudi festival is to be celebrated 
Similarly Bhavabhuti describes Dandaka and Pancavab (U R II 
and III) and it is appropriate since tho«e sights are reviving memo 
nes painful to Rama and helpful to the development of the play 
The crematorium (MM V) is described at length for the probable 
reason that it could not be represented on the stage 

Par more important than other the prose style or the presents 
tion of the contemporary life or even the high tone of accurate ana 
economical observation and analysis is, the new technique evolved by 
fhe% two dramatists and to that we «hal! now turn 



CHAPTER XVIII 
THE NEW TOUCH 

The success or otherwise of a drama which as Kalidasa has 
said is prayoga pradhana 1 e mainly to be represented on the 
stage depends on the success or otherwise of the illusion of the audi 
ence With the modem stage and the elaborate facilities for its 
setting (not of course in India) it is much easier for the pro- 
ducer and the actors to make the audience live and move in the 
very atmosphere of the play Nevertheless a good dramatist, with 
or without such facilities is able to create that atmosphere by his- 
artistic ability For one thing a good dramatist when and as 
long as he writes hi* play is himself living the days and thoughts and 
actions of his characters In all seriousness and with great signi- 
ficance Bhavabhuti s Sutra dhara m the U R. says 
esosmi bh5h kavivasat kdiyavasac ca 
Syodhikas tadamntanas ca samvrttah 
Here I turn mto a citizen of Ayodhya of Rama s days since 
the poet and the plot .require me to 

Mere directions or descriptions, however are not enough to 
create and sustain such an illusion on the part of an audience The 
power of the dramatist which does create and sustain such an lllu 
sion is the dramatic touch. Sometimes it is the background some 
times the description and sometimes the scene or the sentiment or 
the characterization that creates such an illusion. The entrance and 
the opening speech of Canakya for example m MR I is a case 
where a scene helps to create the illusion The Sutra dhara in the 
Prologue is speaking of the eclipse of the moon The way he ex- 
presses it there is a pun on the word candra — moon and g rahana 
— eclipse or capturing (I 6) Suddenly from behind the curtain 
yxyiis the thundering \avce. of Canakya whn dares to fay Ins hosvd* 
on Chandragupta as long as I am alive 7 (5h ka esa mayi sthite 
chandra guptam abhibhavitum icchati) It is the suddenness that 
wakes the audience into a new atmosphere and by the time Canakya 
enters and talks in detail about his policy and actions we have so 
far forgotten the Sutradhara and formed a rew and intimate ac- 



THE NEW TOUCH 


141 


AUaintance with this diplomat that we listen with a «en«e of self 
importance th the secrets of his policy Before this illusion would 
be lost a spy of Cauakya enters as a gypsy showing round the pic 
tonal charts of Yama and his world In ether words the scene is 
such that we would never feel aloof from it and by the tune Act I 
is ther we are involved in such an interesting and intneate cob-web 
■of plots and policies that we decide to go through the experience, 1 
In Act II Ralqara is introduced hi“ spy enters and poor Rak$asa 
he has forgotten all about his own spy and cannot even recognise 
him * With our experience of the astuteness and of the admirable 
coolness of CSijakya in Act I we cannot but pity the poor Rah$asa 
Thus as the play proceeds ne are more and more taken into its at 
Biosphere, feeling and suffering and thinking and acting with its cha 
racters so that when we nse we are refreshed as if from a healthy 
■sort of exercise. 

A most elegant example in this respect is the Uttara Rama canta 
■of Bhavabhuti Herein we find both the skiff of the head and the 
touch of the hand. The story in the U R is too well known from the 
•epic to be introduced In the Maha on the other hand though ba ed 
or the same popular stoiy the Actor asks the Manager in the Pro- 
logue what part of the story is to be dramatized since such a venture 
(Vi? a dramatic vision of the epic Ramayana) is so unusual * (kun 
hi apfirvatvSt prabandhasya hatha pradfSam samarambbe Srotum 
icehanti p 9 ) In the U R from the title itself we know that 
Rama s later life is to be depicted It is Rama canta— the story of 
Rama and Rama alone That the dramatist should succeed as ulti 
TOately he did in throwing such popular characters as Sit5 and Lak§ 
rhana in the background is a marvel of his art Hon is it done ? 
Before we answer thi® question we shill try to understand the «tory 
ns the dramatist has presented it After all the success or otherwise 
depends on how far the achievement accords to the intention 

In the first place we «hould remember that the poet wants to 
interpret and not to narrate the life of Rama To a Hindu who=e 
family institution is ruled by the father and embraces his own as 
well as his father s brothers the character of Rama is ideally admv 


J Thii statement can be verified by imagining the entrance of 
Cajj&kya in any other way the pan is as sudden and as suggestive 

2- Since the dav< of Bha a there were practically no plays based on 
the epic Stones (to be distinguished from the stones In the ejyc-V Even 
with Bhasa the MahabhSrata was more popular than the Ramavana- 
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able to a Hindu who from times immemorial has been legally 
allowed to man} as many wives as he likes the fact that Rama— a 
pnnce — should live with and love only one wife is a marvel that 
Rama should suffer and struggle for others is an inspiration indeed 
It is not then surpnsmg that a poet a man with vision and feelings 
should strive to understand and analyse and interpret such an ideal 
character How is it possible that Rama could cast off his wife whom 
he loved and knew to be chaste on a petty pretext that the nrespon 
sible mob had raised a scandal against her I * * * * * 7 Kalidasa treated this 
intriguing problem m his Raghuvamta, (cantos XIV XV) but Bha 
vabhuti was bolder enough to do the same m a drama which is 
known as drsya kavya 1 e poem to be seen 

Bhavabhuti has set about his task through a thorough analysis of 
the characters From the original epic he has borrowed just the 
fact that Rama abandoned S5t& and then all on his own he has 
constructed a fine background and a senes of avenues so that our 
approach to the problem be the easier In Act I Roma is the happi 
est young man to begin with. His enemies are all killed or defeated 
his exile is over and safe and his wife is bearing his issue His 
one ambition now is to be a successful ruler 

sneham dayam ca saukhyam ca yadi va janakrm api 
aradhanaya lokasya muficato nasti me vyatha (1 12) 

I want to serve my subjects and please them. For that (if 

necessary) I would give up with no grievance, love and compassion 

'ind happiness — nay even my beloved SIta. I would give up 

Of course nobody takes the remark seriously except in its sort 
of mathematical suggestion that Sta is more than any happiness to 
him Many another young man in these circumstances would 
rise to the same eloquence of heart. But before the act is over 

Rama does abandon Sila ’ This is carrying one s ideals too far we 
shake our head m mild disapproval Is Rama because of his prosaic 
sense of duty turned so hard hearted 7 Is Rama so unchivalrous as 
to throw his pregnant wife helpless in the midst of wild forests 7 Is 

Rama so sensitive to a fair name 7 So scared of his subjects 7 Such 
are our thoughts when we feel determined to understand the strange 
ways of this man 

Bhavabhuti himself has taken care that our views — the views of 
average mind — are well and truly represented As soon as Rama 
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decides to abandon Sita Durmukha — the spy — corner out as an 
official with a contempt for the rabble. 

Latham agni parisuddhayah garbha sthita pavitra 

iantarayah devyah duTjana vacanad idam vyavasthitam 
de\ena 

Our Queen has gone through the fire t. ordeal; and proved her 
faith she bears in her womb a holy offspring my lord what are you 
doing by believing m fail mouthed rascals’ (I) 

May heavens protect thee if thou thinkest mv subjects v icked 
How couid they believe in the fire-oideal that took place at such a 
distance ’ moans Rama What a noble attempt to understand others 
point of view 1 But is there no other way of convincing the people 
except this extreme cruelty of casting her o5 ’ So kind and sym 
pathetic to his citizens how could Rama be so unkind to his own 
wife in a delicate condition ’ Strange are the ways of these great 
men, we exclaim with VSsanti in Act II Harder than diamond 
let more tender than a flower is the heart of the great Who can 
understand it’ (II 7) In order to maintain the name and fame 
of his family Rama became <o hard hearted Is this -elf sacrifice ’ 
We doubt it again with Vasanti who says Oh you are hard hearted' 
Do you think jour fame that you place higher than all is (now ) 
unsullied’ Y<hat is more disgraceful more infamous than throwing 
a helpless woman into a dreadful danger’ (III 27) It is not 
merely the outsiders that condemn Rama E\ en his own father in 
law Janata known to tradition as a great philosopher condemns him 
m Act IV Oh the heartlessness of the citizens 1 The thought 
Icssness of RSma 1 I am boiling with rage at this iniquity There 
is only one way in which I could be satisfied and that is either by an 
arrow (ie. killing Rama) or by a curse. (IV 25) The people 
nearer at home too are not at all pleased if not actually displeased 
With R5ma s action The very seed of all our desire^ ha- 
been first removed by Fate when the plant is cut off hcrw could 
there be a flow er ’ says Sumantra — the old chanoteer — who has 
seen three generations of Rama s family When the eldest of the 
family has no issue where is the greatness or the continuity ’ With 
this thought our eldere are greatly disturbed Says ChandrakStu 
Laksmanas <«n (V 25) This is more a technical than an ethical 
condemnation of Rama Even Lava and Kusa— Rama s own «ots 
hut yet unidentified— pum«h Rama bv pitying him. Without his 
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Sita could Rama be anything but miserable’ is the comment of 
Ku&a the elder of the twins (VI 30) In the last Act Mother 
Earth too is angry When Sita says oh, my lord my husband 
Earth turns angrily on her daughter and shouts with bitterness who 
i-i your lord your husband ’ 

Thus does Bhavabhuti represent criticisms and condemnations of 
all shades It is natural he argues that none could understand much 
less sympathise with Rama In his own analysis of Rama he tells 
us that to say Rama is great or cruel or thoughtless etc. is not to 
understand the problem at all Rama as Bhavabhuti sees him, is 
human to the very marrow of his bones Who could purify my 
Sita who is pure from her very birth ’ Fire and holy water need no 
purification (I 13) savs Rama before he has heard of the scandal 
and after he comes to know it, he curses himself as a cruel, wicked 
man not deserving Sita who is sleeping (at the moment) on his laps. 
Slowly he gets up In words he decides to send her away in action, 
he himself is running away— but not before he falls at her feet and 
cries For the last time let your lotus feet touch R5ma s head. 
And then— he b-u r s-t s into s-o-trs ' He still loves her ’ The 
cour&e of true lo\e always runs smooth, i e. unperturbed bv such er 
temal or material considerations The love that unites two hearts 
has its own purpose to achieve via to take those two hearts to a 
vaster world of vital feelings to tum the individual from the 
human speck he is to a divine «park enlivening all it comes m con 
tact with Children are the (holy) tie that brings two loving 
hearts to a world of joy CIII 17) Great or small that is the 
noble purpose to which a loving heart is raired So it is no weakness 
on Rama s part when he breaks out saying 1 am alone I am he’p- 
less in this forest I will cry out to my heart s fill CiU 2 ens of rune 
that are in Ayodhya, will you excuse me for once’ (III 32) 
This inner emotion this affectionate tie of children i« universal 
says the Ganges when even Mother Earth turns her maternal loo*v td 
her daughter What he says m Act III Bhavabhuti makes VSlnuki 
say in \ct VII in the latter s (imaginary ) dramatisation of the ewe. 
Vie know for certain that VSlmlfa never dramatized h’s Ramayana 
KalidSsa tells us that KuSa and Lava recited the epic in Rama® 
presehce (RaghU XV 63) This not the only innovation of 
fehavabhuti To convey the effect he wants he has not onlv intro- 
duced i hew situation but an entirely new atmosphere tn which the 
audience enters from the very beginning and with the krowledge u 
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already has of the epic story enjoys these fresh excursions into th* 
vorld of noble feelings 

As the play opens the Sutraahara tells us that it is the festival 
■of Ramas coronation and yit he wonders why the officers and the 
royal servants are one and all so quiet ' How is it that the city 
instead of being gay at the festivity is all glum and gloomy 7 The 
public squares are absolutely deserted ' We too soon begin to won 
der what is wrong Perhaps as we know the story we fear that Sita 
has been already abandoned Our fears are set at rest by the 
Actor’s information that all the visitors have left Ayodhva Ramas 
mothers too have left under Vasisthas escort for R$yasmgas her 
irutage where sacrificial sessions lasting for 12 years are to be 
•started What a pity that K3-na after hi« happy return should not 
be able to enjoy the company of his people— for possibly another 12 
years The g"eater the pity since Sita is with child It is only now 
that Rama proud and flushed would need the help and advice and 
that Siffi the sympathy and care of the elders No wonder then that 
there are no festivities in the town Die new king might be feeling 
suddenly deserted and dejected So the manager fSutradharO de 
«des to go to the palace perhatw with an idea of entertaining the 
fang (sva jati «amayena as suits the etiquette of our profession ) 
The Actor says that they will have to be very careful in their u«e of 
words (since Rama is so dejected) ^ou cannot be too careful 
either of words or of woman says the Manager people util 
misunderstand or misinterpret them That reminds me whi pers 
the Actor do you k non out people are talking scandal even against 
Sita on account of her stay w Lanka ’ They don t believe the fire 
ordeal 1 We are one with the Sutradhara who says God help 
■us that this scandal doem t find its way to Rama ' What a tragedy 
it would be at this time when lus only companion is Sita when he 
JS proud she is going to bear him issue ' With this knowledge and 
■suggestion we are prepared as the main scene opens to sympathi e 
with Rama universally deserted so to say and we pity Sita for her 
innocence. 

As the mam scene proceeds we feel as if we are in a maze of 
■gloom. Irony mocks us at every step and as we look back we find 
no one there and so we feel lonelier still Against the background of 
Sutradhara s suggestion the attempts of Rama and Sita to cheer each 
other convey a sinister impression to our mmd Separation from 
relatives is always distressing says Sita and Rama just to cheer 
s. 1 — 10 
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her agrees cheerfully to what she says Separation from rela- 
tives — • ' We shudder What would Sita feel when as we know 
she is to be separated from her husband? However like a ray of 
sun shine in a dark room comes the sage Astavakra from R$yasmgas 
hermitage. With childish petulance Sita wants to know if people 
still iemember her there. Not only they remembered her but 
Vasi^tha had sent a message specially for her ' The Universal 
Mother is your mother Janaka as great as god Prajapati is your 
father you are the daughter in law of that family (royal) of which 
Sun and myself are the preceptors What else shall we desire for 
you? Be a mother of heroes (19) What a consolation for a 
married woman 1 Should she only look up to her parents her 
father in law or her sons ? Why did not Vasistha tell her that she 
r as the only and beloved queen of one of the greatest kings 3 * * * It is an 
ominous omission and an omission that is cruelly suggestive to an 
audience knowing the story Just as we are sadly thinking O'er it 
Rama in reply to Vasistha s message that the interests of the subjects 
are the only interests of a king bursts out heroically that to pleas* 
hi9 subjects he would even abandon his beloved Sita (I 12) Our 
(ear grows a bit worse— and we are relieved at the entrance of 
Lak$mana with the paintmgs of some of the episodes during their 
exile How far has the painter covered our exile 7 asks Rama 
As far as the incident of Sita s purification through the fire-ordeal 
is Laksmanas reply Heavens forbid we cry with Rama is there 
any purification for Sita who is pure from her very birth’ (I 13) 
And yet the play ironically suggests some such scandal from the 
very beginning It could not be helped This stigma (of having 
stayed m Ravanas city) wilT stick to Sita throughout her life (esa 
te jivitavadhih pravadah) The joyful interlude d sappears ts 
ouickly as a tropical twilight As the three go on viewing the paint- 
ings an atmosphere of old age ish mournful remembrarces returns 
The more they look at the views the more they feel the joys of days 
gone bv the sadder they feel for their present state till Rama could 
contain no longer ' I feel 3S if I am living in those days in which 
I held in marriage your hand that was joy incarnate *o to say he 


3 Cf Ragbu XIV 74 where Kalidasa makes ValmHa welcome the 

abandoned Sita in these words Your famous father in Ian i» my fnend 

your father who is the best guide and philosopher of the good (i> also my 

fnend) you yourself are at the fore-front of faithful wives Whv should 

I not be then compassionate to you? No word again of Rama ’ 
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says to Sita (1 18) Gone are the days when our father was hying 
when I was newly wed and when our mothers used to look after us 
(119) Why e\en the days of exile were happy ' Do y ou n mem 
ber my dear the time when Lak>nuna used to took after us’ Do 
you remember how we used to enjoy oursehes on the be lutiful banks 
of Godavari 7 Do you remember ho? cheer tr*-cheek and aim in am 
we used to talk away the whole night 7 Do you remem — (I 27) 
Poor Rama 1 the heart that yearn for the past has surely its reasons 
to rue the present The more they think of the pa«t the wider is the 
gulf between the happy pa^t md the miserable pre^nt They feel 
like children lost m the wilderness v hiling away their feaTs by 
thinking of mothe s arms like lonely wanderers lost n a stormy 
night Siti shudder The gloom has so co\ rred me up that I 
fcel as if I am again stparated from my husband (aham api ati 
bhumrrn gatena ranaranakena arya putra suny am i\a atmanam 
pasyami p 33) It does get unbearable The misery is not only 
revived but intensified so much so that Rama cnes out Stop 
Laksmana I feel as if I am once again separated from my Sta 
(I 33) Feels as if ' Once again we «ee the approaching shadow of 
the calamity The tragedy consists m the fact that while we feel and 
see and know it Kama is ignorant and unbelieving Husband and 
wife are once again left to themsehes They breathe freely and 

close to one another Slta is exhausted Ever relv on me, I shall 

make you happy What 7 Looking for a pillow 7 Poor dear heres 
Rama s aim That a your pillow and that s your privilege yours 
and yours alone. (1-37) There Sta falls asleep m a minute On 
Rama s arm 1 How ironically symbolic ’ The arm that won her lose, 
the aim that promised her protection and the same arm, as we know 
in the story that is going to cast her away 1 Rama himself recog 
mses this irony later on in Act II where he is to kill a Suclra for 
being a 6udra and practising penance at the same time \ ou are the 
hand of that Rama he coaxes his trembling hand of that Rama 
who was cruel enough to send into exile his Sita who was m a delicate 
condition (II 10) For the present he is ignorant of what is 
coming He is loymgly looking into the soft innocent beautiful eyes 
of Sta sleeping on his arm At last 1 he says I am happy Such 
!o\e as ours comes once in a while and lucky is the man to whom 
it does (I 39) That Rama should say this while the spy with the 
terrible news of the scandal on his lips l* actually standing at the 
door is indeed the limit of the cold calculating cruelty of the Fates 
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Lest the dull witted might miss this cruelty the author has used a 
device (technically known as pataka s'hana) where the last word 
used by Rama viz virahah separation, is syntactically connected 
with the first word viz upasthitah ( arrival ) announcing the spy 
( Separation has arrived is the complete sentence idea ) The effect 
is as cruel as. waking a man from sleep and then stabbing him. The 
shadow that was looming so large is now too near and Rama feeling 
uncomfortable from the very beginning, bursts out The poet is too 
artistic to leave at that As Sita gets on the chariot which she thinks 
is taking her for a pleasure trip (and which we know is gomg to 
cast her av ay ) she asks the charioteer to be careful since something 
stirs within her (sphurati me garbha bharah my womb throbs) 
Finally not realising the unkindness that is visited on her she salutes 
in all innocence the deities of Rama s family vnamo raghu kula de 
vatabhyah) Lucky for these deities that the curtain drops imme 
diately 

We have dealt with the touch in the first Act since it sets the 
problem before us at. the dramatist wants us to see it There are 
other situations introduced, as for example Rama s coming to Pafica 
vati (II) Sitas arrival there under Tamasas protection and the 
divine arrangement of Sita not being perceived by anyone else (III) 
the meeting of Rama with Lava and Kusa who he has a psychological 
presentiment are probably his sons (VI) in such situations which 
the dramatist brings in as illustrations there is a presentation an in 
teipretation or an atmosphere By such scenes which are as if 
intimately known to us we are taken to the world of the characters 
themselves Thus in Act III is the episode of an elephant that 
twelve years ago was Sitas pet He is known as the adopted son of 
Sita Oh how my child has grown 1 says Sita. Rama (who of 
course, is unaware of Sita though she can hear and see him) talks 
as if to Sita ^ ou are lucky my dear since y our child is now grown 
to a marriageable age Sita is now a mother — suffering motherhood 
incarnate — when she says * let my son be not separated from his 
beloved Every father and every mother at every home at any time 
has the same sentiments so the audience is at once intimate with 
the characters and the situation. Sita laughs through her tears as 
she confesses to her friend Tamasa look my motherly milk is 
flowing There S my child and there s his father and being so near 
them I feel for a moment as if I am a lady of the house ’ (samsanpi 
iva samvjtta) It is in this new atmosphere of mature love and its 



THE NEW TOUCH 


149 


responsibilities that we are asked to see and judge Rama and SJta 
Rama may be a very foolish husband but surely he is a good father 
And what man is not great who has a feeling heart 7 There is 
only one sentiment the sentiment of feeling It assumes different 
forms of expression according to the difference in circumstance* 
just as water called an eddy or a bubble or a wave is water in 
e'eence In this last verse of Act III Bhavabhuti has given us a 
beautiful definition of tragedy Aristotle s idea of catharsis of evok 
ing emotions in the audience is seen here with a better insight 
Feelings must be noble if they are to be interpreted by a great artist 
the artist must be great if he is to analyse and interpret the world 
of feelings. Bhavabhuti has done it in a masterly way and let us 
say with Tamasa (at the end of Act III) 

aho samvidhanakam What a grand piece of Art’ Drama is the 
mirror of the ways of Man 



CHAPTER \IX 


EPICS AND SANSKRIT DRAMA 

In the final stages of the development of the Sanskrit drama 
the most noteworthy feature is the influence of the two epics— 
more especially as source of the story plots of the later dramas 
With plays like those of Bhavabhuti we definitely see the best and 
the last Though it could be expected that many a drama was 
written after the age of Bhavabhuti it could be said with as much 
certainty that plays m Sanskrit not only ceased to be the fashion 
but also ceased to be standard plays. In a later place, we shall 
see the causes that led finally to the decay of the Sanskrit drama 
Here it is enough to note that m the post Bhavabhuti period Sans 
knt plays continued just enough to exhibit the symptoms of 
decadence and deterioration. However as suggested above, the one 
thing to strike even a casual observer was the influence of the epics 
Ramayana and Mahabharata Muran a dramatist in the middle 
of the 9th century rightly observes — 

aho sakala kavi sartha sadharanl khalu lyam Valmlki>5 
subh5.?itan!vi 

How this good composition of Valmlki has become the joint 
stock capital for all writers merchants ’ 

Even from the earliest days as a matter of fact we could see 
that the epics were an inspiration to Sanskrit dramatists In the 
plays ascribed to Bhasa we have one act plays based on the epi 
sodes from Mahabharata while Balachanta Abhiseka and Pratima 
are based on the Rama story Later we find Bhavabhuti writing 
two plays Mahiaviracanta and Uttararamacanta based on the same 
story What is further striking is the fact that both the dramatists 
within the compass of their respective plays, narrate the complete 
story of the Ramayana— including the first and later (interpolated) 
sections of the epic Secondly as already suggested Bhasa and 
Bhavabhuti have shown their greatness by danng to introduce 
changes in and interpretation^ of the story as handed down by the 
epic tradition. As a matter of fact between Bhasa and Bhava 
bhuti on the one hand and later writers of Rama plays on the 



EPICS AND SANSKRIT DRAMA 


151 


other the difference that we find is exactly the story of the deterio- 
ration of the dramatic art m Sanskrit literature Bhasa and’ 1 
Bhavabhutj have dramatised the episodes from the Rarriayana while 
later dramatists— we shall have to call them so it least by courtesy 
—have simply narrated rewritten the Rama story in the ca^-pu 
«tyle and within Puramc atmosphere ' 

As examples of this later style let us loot at the three plays 
(1) Kundamald by Duinaga, (i) Anargba Rdghaia by Muran and 
JPrasanna Kaghaia by Jayadeva The first, K. M belongs to a 
period as could be seen from a closer comparison immediately 
after KalidJsa and Bha\ abhuti the IR as already mentioned 
belongs to the ninth century \ D and the tnird the Pras R is as 
late as the third, quarter of the fifteenth century ad Of these three, 
the R.M deals with the latter part of Ramas -tory begimung -where 
Act I of Bhavabhutis UR ends with Laksmapa leading Kta to 
the forest before abandoning her In Act I the abandoned queen 
of Rama 1 * reported to \ alnuhi bv his pupils and Valmikj making 
use of his yo&ocakjus now finds, Sita innocent and therefore decides 
to take her to his A'hranw In the praie^aka of the next Act (whicli 
"takes us to a period of eight to ten years alter Act I) the birth 
of Sitfis twins twho are now studying Ramayana— abSIau «am 
anttau— they ha\e ceased to be children) is reported and it is al«o 
mentioned that R3ma initiating the performance of a sacrifice at 
isaimiJd has sent a messenger to invite Valmiki It is very strange 
that important episodes are thus casually di=po‘-ed off while the 
main scene is taken up by a dialogue between Sita and Vedavati 
-whwein all that Sita says is that she loves Rama and knows that 
Rama lo es her In Act HI Sita her two sons (though thev them 
'elves do not know that she u their mother) and also Ram3 and 
Laksmana have all assembled in the Naimi$a forest The main 
scene is the title scene wherein as Rama is wandering with his 
brother the kttndamala wreath of Kunda flowers woven by Sita 
is earned by the breeze and drops at Ramas feet who immediately 
recognises the design of Stas bands The two brothers now like 
two detectives follow up the dues till they see female foot prints 
on which they conclude that Sta mu«t be there "What is still 
more ridiculous Rama is keen to find out where Kta a wife 
abandoned years ago 'tays In Act IV the interlude tells us of 
an intended recitation «how of Ramayana in which TilottamS. is 
to play the role of Sita lie are al-c informed that Valmiki has 
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a pond in and around which women folk could not be seen by men 
So in the main scene Rama is somehow dragged by the dramatist 
to this pond where Sita also comes Sta could see her husband,, 
though owing to Valmlki s yogic stage «ettmg so to say, Rama 
could not see Sta Only m one respect the dramatist has shown 
his imaginative skill Though the actual Sita could not be seen, 
her image in the waters could be seen by Rama However when 
later on the Viduf>aka tells Rama that Tilottanu is to play 
Sita s r61e poor Rama thinks to his chagrin that the image he saw 
must have been that of Tilottama in Stas role The last two 
Acts just describe the recitation of Ramayana by Lava and Kuoa, 
who at the end are revealed to Rama as his own sons At the 
end Sta has to go through the ordeal to prove her innocence. That 
done Rama accepts his wife Kusa is crowned as> King and Lava 
as the heir apparent 

As we read the play we are not struck so much by any great 
ness of the dramatist as we are reminded of Kalidasa and Bhava 
bhuti The more we read the play the more we feel that. .some 
youngish admirer of Kalidasa and Bhavabh uti h as tried to make 
a. play by putting together different pieces from the works of thos e 
t wcTdra natists The mam scene m the very first act opens like 
that in A.Sak. with a similar description of the moving chariot 
St5s speech m Act I reminds us of Kalidasas verse in Raghu- 
vamsa in the same context (Raghu XIV 65) Throughout the play 
Dinnaga s verses betray a very strong influence of the poetry of 
Kalidasa and Bhavabhuti What is more interesting is the presence 
of a Vidusaka fnend of Rama This Vidusaka is attempted to be 
created in the very image of the Vidusaka in the AuSak Like Kali- 
dasa s Du?yanta Dinnaga s Rama asks his Vidusaka in Act V 

Rama — If you think Sta worthy enough to be still remem- 
bered why did you not prevent me when I decided to abandon her ? 
Throughout the play the shadow of Bhavabhuti s masterpiece, the 
UR is clearly discernible Phrases sentences lines of verses 
stage devices — there is no aspect of the dramatic art where the 
stem southern Brahmin has not held Dinnaga bound in awe and 
admiration And even the Dmiuga do"' not claim our admira- 
tion. Vhfmlki who is a poet and an artist to Kalidasa and Bhava- 
bhuti is just a tradition bound orthodox minded elderly priest m 
Kundamala Sta who has her own individuality in Raghuvamsa 
and Uttararamacanta is to Dinnaga no more than a conventional" 
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housewife Drama instead of an art of the stage is a dialogue 
book of the class room The story of Ramayana appeal* to Din 
naga not for its dramatic qualities but for it* moral lesson 

Anargha Raghava of Muian on the other hand is a more 
ambitious play Within seven acts it covers the entire story of 
Rama> ana As in K-M, here also there is more poetry to describe 
the conventional time, day season and other objects than is rele 
vant in a drama The drama is almoot a poetic composition with 
567 verses In the Vi$kambhaka of Act II for example six verses 
describe dawn four more desenbe the morning and then in the 
main «eene Rama and Laksmana reate 14 verses to desenbt 
ViSvaimtras hermitage. In the last act where victorious Rama 
is returning to AyodhyS seated in the puspaka plane, Rama, point 
ing to the earth below as the plane flies describes the vanous coun 
tries rivers, mountains etc he even talks of the 1 aulabhi style in 
poetiy And then his asides to Sta where he mostly talks about 
upanta rati pun^ayita etc are sheer abominations The play 
i s one of the best examples of the de grada uoo. tojvhich Sanskrit 
l anguage and the art of drama had sunk When at the end 
(VII 146) he talks of his drama as a poem (kavita) and says that 
it would please people we feel like pitifully patting Murari on his 
back and ask him to read more and wnte less 

The third play Prasanna Raghava of Jayadeva is no better 
He himself offers a kind of an apology by making m the opening 
scene the Actor ask the Manager as to why all poets write only 
about Ramachandra It is true. By the fifteenth century when 
Jayadeva lived every writer was writing only about the story of 
Ramayana So Jayadeva also narrates the same story in seven 
acts As a matter of fact by this time not only the incidents but 
even the course of the vanous acts seem to have been fixed The 
breaking of the bow the defeat of Panuurama the slaughter of 
Vali the achievements of the monkey chiefs the battle between 
Rrnna and Havana (always off the stage and described by two 
Vidyfidharas) all these mechanically monotonously unroll before 
Us bnghtened up here and then by the f even«h poetic effu 
sions of the dramatists The pity of it is the better the poetiy 
the more out of place it would appear Jayadeva has in addition 
tned puns (one of them is proverbially famous even to-day’) scenes 
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like Havana suddenly becoming a Rakja^a with ten faces (I) of 
the fire in Stas hand suddenly changing into a signet ring (VI) 
and m the last act five characters who have actually nothing el«e 
to do describe the evening in turns in nineteen verges But the 
play is not yet over as Ramas aeroplane is still on its way to 
the capital The evening passes night wears off and then the mom 
mg sun is described before the audience is permitted to disperse 
In most of these later Rama plays o ne motiv e common t& _all 
these drama tists is obvious We have seen how each dramatist 
makes a reference to the popularity of Rama stones with writers 
on the whole The reason for this popularity we do find as we read 
carefully through the plays In the K M in the very first act Rama 
is referred to as Madhusudana (m *pite of the clear anachronism) 
In III 14 the dramatist SDeaks of Ramabhidharo Hanh Han (God) 
called RSma In Pras R we have a line which reads balatmana 
pannatah punkah puranah the pnmeval puru§a in the form of a 
boy (IV 45) m which words Parasurama descnbes Rama his con 
queror The poor dramatic quality seems to have been fully com 
peneated for by the fact that the play described the glones of God 
In other words drama as drama did not interest the writer nor 
apparently did it interest the audience These dramatic compos 
ttons were more of sacred literature than an art, which according 
to Kalidasa pleaded people or different ta«tes or which as Bhasa 
mentions in his Prat was staged in palaces as mere entertainment 
As if knowing this the dram atis t very scrupulously but superficially 
followed the , rules laid down in books on dr am aturgy Thus 
Drnnaga in his KM makes every act end with a ver=e which 
gives a conventional description of the time of the day Similarly 
we find in these plays devices like prat e$aka and nj kambhaba though 

as in the AR III a viskambhaka describes and deals with more 

and important episodes than the mam scene Similarly in the P*ras.R 

the-s hole of Act IV is more of the nature of an interlude than 
an act in the play Where drama is a religious recitation it 
is but natural to have a dozen verses at a stretch (and m long 

metres) describing anything that the dramatist fancied for the 

moment That incidents could be so united as to produce a 
dramatic atmosphere never struck these writers who were narrating 

incidents that were too well known From the fifth Veda common 

to .all castes, as Bharata had visualised it drama deter iorated into 
what were later known as bhajtm melas ' “ " " 
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In these circumstances it would not surprise us if some honest 
sou! giving up all this make beiitvf utilised drama purely for the 
purpose of religion or philosophy (in an age of decadence one can 
not be distinguished from the other) And so ve find a play 
called Prabddha Candrodaya the n«e of the moon (in the form) 
of knowledge by one Knsnamisra \ati This is purely a play where 
th«* traditional schools of philosophy hare been discussed on their 
merits All the characters that appear are mythical or abstract 
conceptions like l titba Mahanoha Niintti PratuU Cancka 
Sraddha StatU U paused Prabodhdda\a etc 

Prabodhacandrodaya is a plav in six acts In act I after the 
ti ud introduction Kama (God of lose) and Rati (hi s wife) appear 
in a prologue where the former gi\es to the audience a synopsis of 
the story The mam story open* nth king Discrimination (\i\ena) 
and his queen Understanding (mati ) The king desires and the 
queen consents that he should take as his contort 0 parked Deu 
(Lady Upanwad) that a son Prabodha— \wakemng -may be bom 
Act II tales us to the enemy s camp so to say Curiously enough 
Benares Pundits geL a scathing cnuci«m (II 1) where wicled men 
like Drmbha and Ahamhara t \ncgmce and Vanity' conspire to 
present the birth of Prabddha When Sraddi a (Faith) is trying to 
bnng together lung Viveka and lady Upanr-ud Mithyadr$ti (false 
understanding) the wife of Mihanoha (Great Ignorarce) is «et 
on her at the same time Santi (peace) Srcddhffs daughter is to 
be killed by felons like hrodlia (Xn-er) a-d Lobba (Asdncet etc 
^ct III takes us to a different world lltogemer If the Pundits of 
Benares are condemned as immoral hypeentes Buddhists and 
Jamas and Kapaljhas get no be ter treatment either The *cene 
(•where the Buddhist and Jama monks in a drunken orgy e\*ibit V" 
a lasers ious desire for the Kapalil ? is bmtally hilanous The three 
Bohemians decide to abduct SattvQa ■'raddhi t Pure faith > who is 
supposed to be living in the commm of one Visnubhakti (Dcsotion 
in God Visnu) In A.ct IV Sraddha herself is rescued bj Vi'nu 
bhakti while the km? sends soldiers to destroy these felon The 
battle is described m Act \ and at the end the Buddhists are dmen 
out of India and so the play mo\es on to the la'* act where Lady 
Bpaxiioad who describes her s a\ with Tajnavidya (the lo e of 
sacrifice) with Munansa (Ritual Science) and with Tarkavidy3 
(Logic) is brought to the king and the birth of Prabddha is an 
oounced \fter all the learned aid plulo'ophical ques* for <.wal en 
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Kapuramanjan the heroine appears on the stage a 
i-se meeting of the king with her is arranged and the scene 
fXn the description of rising moon. In the last scene in spite 
C-een s strong guard the long succeeds in seeing the herccne 
iVn he is ultimately married through the help o' the 
& Bhairawnanda. 

' -jet expected that Rajaseithara because he wrote aB in 
% would write an original style we would be complete! v tns- 
Tradition has been too strong for all these writers 
«v*ti *r of fact, traditional rules of dramaturgy had such sway 
t *vs ea c er for an « th rate author following these rules 
** a ttridly correct play than for a genuine artist to write 
v~Ty m an original style. Dram as pay ing more a ttention 
y //sal items ol descnption“~fiSd detSibratea - to” poems 




'A- The beginning the end the incidents the stage-cevft£s 
rrvnte the oh;ects of description— nay almost e\erv detail 
s-tk i * play v as so fixed by rules of dramaturgy t hat excep t 
r -t"v* of the author the title and the characters, one play 



'/rf to it came- about that the religious mindednes'; of thej 
% \{ ch once did not encourage drama did now discourage/ 
/ th its final decadence. The Aryan religion ne\er in 
^ xnmunal worship was least hkelv to encourage dramatic 


, -v'X'-* It was later after the 10th century \ D when the 
Writ* ms revived and communal worship and religious! 
\ ore into Wgnc that religion was partly responsible for the 
{»/ dram*. B^tfhat was the standardised Rama play It took 
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THE END 

In studying the history of drama in Sanskrit literature one 
-could safely come to the conclusion t hat immediately after the age of 
Bhavabhuti Sanskrit Drama came to an end It is true that long 
after Bhavabhuti plays were written in Sanskrit and for a still 
longer period a few plays in prakjt also are to be found But from 
the examples of such plays as seen m the fore gomg chapter our 
main condusion is actually re mforced It is not so surprising that 
plays in Sanskrit language discontinued W hat is reallv as sigmfi 
cant as surprising is the fact that the very drama as a literary form 
suddenly disappeared and disappeared for good Upto a century 
•ago no modem Indian language had any dramatic literature And 
today when the various Indian languages are showing an a! round 
literary development modem drama unlike modem poet-v canno* 
he traced to any traditional form (except of course the renderings 
of half a dozen classical Sanskrit dramas) 

1 In an earlier place (Chap VII) we suggested that the 
dramatic form of literature was not germane to the culture of the 
Aryans. The very religious mindedness of the early Aryans pre 
rented them from enjoying a dramatic representation For a long 
hme Sanskrit language could not be used for secular subjects and 
hy the tune Sanskrit language could be used for popular literature 
'•ansknt had ceased to be the language of the people 

2 Secondly Sanskrit drama from its earliest days belonged 
to the kings and the rich peoples Bhasa in his Pratima tells us 
how dramatic performances were palace-entertainments In the 
Plays of Sn Hama though they are performed as the Sutradhara 
tolls us during the festivals these festivals are not so much public 
^casions as celebrations within the regions of the palace. Probably 
toe fact that most of the Sanskrit plays have their scenes told 

the four walls of the palace is a corollary of th.s very situa 
boa - It is true that Bharata talks of drama as sort ai arntka but it 
15 doubtful if the available literary dramas answered the democratic 
tondmon of Bharata Even when Kalidasa speaks nStytm bhwna 
Vae * J®»asyo bahudka apt ekam samarddhanaiji (natya as the com 
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ing the Bharalaiakya sounds almost comic when it sings that 
plenty of rain should fall on the earth, kings should protect the 
earth without any disturbance etc. 

That the play is very late is evid ent from the treatment o f 
the subject matter as well as from reference to the great scholar 
KumanJaswanun and to the banishment of Buddhism. It is ar t 
allegory pure and simple the very characters produce an atmos 
phere of unreality the last thing that a drama should do If the 
earlier plays followed the puranic style, the Prab C follows the 
style of a treatise on philosophy What the other founders of 
schools of philosophy did m their commentary on the Vedanta 
aphorisms Kri$namisra Yati aspires to do m the form of an allegory 
written as a dialogue There is no doubt that the author is a stem-dis 
uphned devotee of God What he says about the bookleamtd 
Benares Pundits is enough to make every Hindu pray that he should 
never be bom in Benares The demoralisation of Buddhist and 
Jama orders is vividly brought out in the merciless caricature of 
the monks As a matter of fact Prab C, could be hailed as oneV 
of the best satires in Sanskrit Literature the only objection being ( 
that the author never intended it to be such. 

Knsnamwa ^ati like his immediate predecessors was intent 
not on producing a drama but on giving his views explaining and 
illustrating them on the philosophical truth of the Upanisadic 
Vedanta We have a fiery preacher here not a dramatist And 
the author is right since before him he had found dramatists as 
merely moralists Drama m Sanskrit literature simply ceased to 
exist when dramatists preferred philosophising to dramatising 
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THE END 

In studying the history of drama in Sanskrit literature one 
could safely come to the conclusion t hat immediately after the age o f 
Bhavabhuti Sanskrit Drama came to an end It is true that long 
after Bhavabhuti plays were written in Sanskrit and for a still 
longer period a few plays in prakpt also are to be found But from 
the examples of such plays as seen in the fore going chapter our 
mam conclusion is actually re inforced It is not so surprising that 
plays in Sanskrit language discontinued What is really as sigmfi 
cant as surprising is the fact that the very drama as a literary form 
suddenly disappeared and disappeared for good Upto a century 
■ago no modem Indian language had any dramatic literature Ard 
today when the various Indian languages are showing an alround 
literary development modem drama unlike modem poetry canno* 
be traced to any traditional form ( except of course the rendenngs 
of half a dozen classical Sanskrit dramas) 

1 In an earlier place (Chap VII) we suggested that the 
dramatic form of literature was not germane to the culture of the 
Aryans The very religious mindedness of the early Aryans pre- 
vented them from enjoying a dramatic representation For a long 
time Sanskrit language could not be used for «ecuW subjects and 
by the time Sanskrit language could be used for popular literature 
Sanskrit had ceased to be the language of the people 

2 Secondly Sanskrit drama from its earliest days belonged 
to the longs and the rich peoples Bhasa m his Pratima tells us 
how dramatic performances were palace-entertainments In the 
plays of Sn Har?a though they are performed as the Sutradhara 
tells us during the festivals these festivals are not so much public 
occasions as celebrations within the regions of the palace. Probably 
the fact that most of the Sanskrit plays have their scenes laid 
"within the four walls of the palace is a corollary of this very situa 
tion. It is true that Bharata talks of drama as sanaiormka but it 
is doubtful if the available literary dramas answered the democratic 
condition of Bharata Even when Kalidasa speaks natyam bhmna 
racer janasya bahudka apt ekam samarodhanam (natya as the com 
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mon entertainment of the people of different tastes) the context 
makes us wonder if by natya Kalidasa means dance and rot drama 
tic performance Even if natya were to mean a dramatic perform- 
ance, in Kalidasas opinion it was a common entertainment to 
tarious people and not an entertainment of common people That 
even in modem days dramas in Bengal originated under the patron 
age and within the four walls of the mansions of rich people seems 
to be a genuine relic of tradition Sanskrit rlrama did not belong 
to the people. And as the Aryan tradition was conveyed through 
Sanskrit and as Sanskrit gradually became merely the language of 
the learned Sanskrit dramas could not make an appeal to the com 
mon man - " 

3 It should be remembered in this connection that from the 
days of Asoka Buddhism (and probably Jainism) like Puritanism 
m England definitely and deliberately discouraged popular enter 
tainments There was a time after the Gupta Era when Buddhism 
(as illustrated by king Sn Har$a) once again became the fashion 
of the court and the pass on of the sat ants more so m the rorth 
This accounts for the fact of more plays being found mainly in 
southern versions Between the revival of Buddhism and Sankara s 
triumphant war against Buddhism on an all India front the interval 
was too short to encourage dramatic literature And for a few 
centuries after Sankara the poets and pundits and even the public, 
dazzled by that philosooher s brilliance could see nothing else By 
the time every thinking Hindu was mSya minded the Muslim in- 
vasions began with devastating results 

4 The elite of Hindu society for reasons mentioned above 
was no longer interested in dramatic or any other kind of secular 
literature Though Sanskrit drama never belonged so much to the 
common man we would be WTong in believing that the common man 
had no dramas of his own Tradition of the Indian stage gives 
us an idea of the type of plays that existed before and after and 
in spite of Kalidasa As time went on the earlier traditional heroes 
like Vikrama Udayana Dusyanta etc must have become absolute 
strangers to the common man And we do find that even the few 
Sanskrit dramatists of the later period have ceased to write about 
such hero kings The one story that was known all over the coun 
try down to the commonest man was the story of Ramayana and 
so we find every dramatist repeating that story retaining (almost 
standardising) all the popular elements of myth and superstition 
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This is one of the explanations for the fact that the Rama plays 
were written in monotonous repetition b> so many dramatists It 
is only after the tenth century \» that for the %st time after 
Bhusa we come across a few plays ba°ed on the story of the other epir- 
viz thi Mahafaharala Such are the pla\s the Bilabharata of 
Rajasekhaia the Subhadra Dhananjaya of Kulasekharavarma 
bhupala, and Dutangada by Sjbhata etc Hie fact that mo c t ot 
the later Sanskrit dramatists belong to the .outn is significant enough 
The tvo eprs as could fc° seen from some Dravadian literature 
were now being popularised in the south And the Muslim inva 
sions of the north made the south of India the inevitable champion 
of ancient An an culture and tradition 

5 That e\en as late as the 15th century ad plays could be 
written in Sanskrit is in itself an elequent evidence cf the decay and 
death of Sanskrit drama Sanskrit had long cea-ed to be the 
language of the people Even the respect with which Sanskrit was 
compulsorily lrtened to seems to have abated In the one Prakjt 
play available 1 o us viz the Karpuramanjan the author Raja* 
sekhan tells us almost as much in the prologue w heie he is explaining 
why he writes an all prakrt play 

panisah sansknta gumohfih or5kxta gumpho pi bhavati 
sukumarah \ puru~a mahilanam yavadiha antaram tesu tavat 
(1—8 Sanskrit rendenng) 

Sanskrit phrases are harsh indeed prakrt phrases are sweet 
(and sonorous) The difference between the two is the di ff erence 
between (the stvle of) a man and a woman 

But as we read the pmh*t plat we a'e stme-c bj anothe- fact 
which made the decay of such dramas (Sanskrit or prakjt) mevit 
ab’e. 1 he Karouramanjan: is called a sataka i e. prakjt play with 
no prologues or mterlogues. The whole play is divided into four 
scenes (javanikfintara) In the first scene (1) the king and queen 
describe the spnng season (2) the Vidfijaka and the palace maid 
uidufve in mutual abuses couched in phrases with a farfetched 
seme, ard (3) a kapdlikabhatrav ananda performs magic by the 
power of which he brings the heroine The scene ends with the 
description of sunset In scene (u) all the urnal sickening desenp 
tton of lovelorn condition and of standardised excitants is found 
and the scene ends once again with the description of sunset. In 
the third «cene the king and hi> jester narrate their dreams after 
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which Karpuramanjan the heroine appears on the stage a 
clandestine meeting of the king with her is arranged and the scene 
ends with the description of rising moon In the last scene in spite 
of the queens strong guard the king succeeds in seeing the heroine 
with whom he is ultimately married through the help of the 
KapSlika Bhairavananda 

If we expected that Rajasekhara because he wrote all in 
Prakrt would write an original style we would be completelv dis 
appointed Tradition has been too strong for all these writers 
as a matter of fact, traditional rules of dramaturgy had such sway 
that it was easier for an nth rate author following these rules 
to write a strictly correct play than for a genuine artist to write 
successfully in an original style. Dramas pay ing more attention 
to traditional items of description had deteriorated to poems 
p unctuatefl either by description m pro e or incidents oTTove 
intrigue. The beginning the end the incidents the stage'aeviCes 
the sentiments the objects of description— nay almost every detail 
of a Sanskrit play was so fixed by rules of dramaturgy t hat excep t 
i n the names of the author the title and the characters o ne play 
co uld" not be effectively distinguished from another play " TTo^vonder 
then that only Rama plays became popular because there at least 

you acquired the merit of having witnessed God s own doings 

6 And so it came about that the religious mindedness of the I 
Aryans which once did not encourage drama did now discourage) 
it ultimately to its final decadence. The Aryan religion never m 
volving communal worship was least likely to encourage dramatic 
performances It was later after the 10th century \ d when the 
Bhakti doctrine was revued and communal worship and religious! 
festivals came into vogue that religion was partly responsible for the \ 
revival of drama But that was the standardised Rama play It took 
centuries and centuries before the artist could successfully rebel 
against doctnnnaire or religious dramas (yatrS) and make drama 
once again the dream of Bharata viz a mirror of the doings of 
the world (loka-canta) of the aspira tion of Kalidasa — viz a com 
mon entertainment to persons of different tasteT^or lastly the boast 
of Bhavabhuti viz 

Subtle representation of different emotions actions pleasing 
and intimate deeds of love and adventure leading along a line 
lively dialogues and clever speech (MM 1 4) 
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CARUDVTTA AND MRCHHAKATIKA 

Since the discovery of plays that have been ascribed to Bhasa 
(Bha^anafaka cakra) the authorship of the Mrchhakatiham has become a 
more complicated problem Sudraka has been described a» the author of the 
Mrchhakatika in the prologue but the three verses in which his descnp 
tion occurs become bv their very style liable to suspicion as regards 
the authenticity of their content, (1) Firstly in 1— <5 Sudraka is des- 
cribed as Dvijamukyatama (2) Secondly in 1 — 5 he is described as a K$iti 
pala, and (3) lastly in all the three verses he is mentioned in the past tense 
fi dd to there the fact that he is mentioned as having hv ed for 100 years 
and ten days and then immolated himself the whole description become^ 
fantastic. If the Sutra dhSra himself is so uncertain about the author 
it would not be unjustified on our part to hold that Sudraka could not 
be the author of this plav 

And then we come across a play called (Dandxa) Carudattam ascribed 
to Bhasa and first published in the Tn van drum Sanskrit Senes. The pub- 
1 shed play is in four acts One of the two Mss. as the editor mentions 
has the colophon avaatam Carudattam But it is obvious to any one gotng 
through the four acts that the play could not end there The Mrch. has ten 
acts. The hero and the heroine are united in act V From this one could 
expect the Car to contain at least one act more to make the story com 
plete However no Ms gives the V act on the other hand as mentioned 
above one out of two Mss shows that the play (CSr ) ended with the 
fourth act. 

Whether originally the CSr had more than four acts there is no 
evidence from any source This in itself would make all criticism irrele- 
vant a comparison of the Car with the Mich, would be incon clusive. 
However” even with the available four acts the dose oimilarity between 
two plays is very striking is not only the story and the development but 
even words and verses are common When the author of the Mrch u 
not definitely known to the Sutradhara of that very play and when there 
is such an almost word to-word similarity with the Car the temptation 
to believe that the latter was the -ource of and earlier than the Mrch. 
would appear justified At present the general opinion is that Bhasa. 
an earlier dramatist, wrote the Car and a later wnter either completed 
it or copied it as Mrchhakatika. 

In fairness to those who hold this view let it be said that they 
are the first to realise many an objection against that view For one 
thing, if there are only four acts in the Car (and the story is not com 
plete there) what reasons can we find that made Bhasa leave the play 
unfinished’ Secondly if the Mrchhakatika® only a completion of the 
Car how is it that from the very first act we find not only significant 



162 


DRtMA IN SANSKRIT LITERATURE 


•deviations but too many verbal changes and different lines or sometimes 
•entirely different verses themselves ? If on the other hand the Mrchha 
katikam is modelled on the Car how 13 it that a dramatist who could 
\/ wnte and write well six independent act- could not write the first four 
without copying freely from the C3r ’ As long as these two questions 
could not be answered satisfactorily we shall not be justified in support 
mg the generally held view 

To begin with it would be very difficult if not impossible to ex 
plain why Bhasa should have left the Carudatta unfinished That the 
play is unfinished there is no doubt about it Even as the fourth act ends 
we are left with the expectation of the heroine going to meet the hero 
Moreover durdma (the stormy day) that is described in act V of the 
Mfchhahatika is referred to by the Cheti before the fourth act of Cam 
datta ends. Just a little before that when the heroine informs the 
Cheti about the love episode of Sajjalika and Madam ka ending m their 
marriage the Ceti says — Pnyam me amrtankal natakam samvrttam It is 
a very cunous and unusuaTremark which on 'second thoughts makes us 
wonder if it is not a criticism of the other play vi? the Mrchhakapka 
Before we hazard an opinion on this let us review more carefully the 
so called close resemblances in the two phys 

When we remember that the Carudatta is available only in its first 
four acts we obviously expect that it would not contain the subplot 
of the revolution against king PSlaka This 3ubplot is fully developed 
only in the last five acts of the Mrchhakapka But it is strange why 
the fifth act is not available in Carudatta though that act only describes the 
meeting of the hero with the heroine The C5rudatta not only does not 
contain the &Mb-plot as developed in the last acts of the Mfchhakatika 
but even the casual reference-, to it in the earlier acts of the Mrchha 
kafika are not to be found in the Carudatta. Thu m the prologue of 
the Mrchhakapka, the SutradhBra getting angry with Cumavrdha says — 
Ah dasyah putra Cumavrdha kacE nu khalu twam kupitena rajna Palakena 
navavadhukesakalapamiva saugandha chhedyamanam prakji§ye In the 
Carudatta however only that context in the prologue is not to be found 
and hence there is na reference to the kmg Palaka The gambler s scene 
m Mrchh II is entirely absent in the Car Here al'o among other things, 
there is a reference to the subplot Dardurakah — Kathitam ca mama 
pnyavayasya Sarvilakena yatha kila Aryakanama GopSladarakah Sidhl 
desena samavista raja Sravisyateeti Similarly in Mj-cch lit the hero 
tells us that it was one rebhila who gave; the music performance This 
rebhila (act I\ Mrchh is mentioned as the fnend of sarvdaka also But in 
the Car we are-tbld that it was sabala who gave the music performan<xs 
From all this it appears as if the C5r is making a studious effort to 
eschew all references to the sub-plot of the revolt of Ary aka 

The omission of the gamblers scene in the Car suggests another 
possibility as could be verified by other examples The gamblers scene 
&=, sho vn in the Mrchh has that peculiar stage technique which is re 
presented throughout the play Besides an apartment of Vasantasena 



APPENDIX 


16C 


that is revealed at the opening of the act we go o\ er the open road 
a temple a crowd scene and then we follow the Samvahaka running ulu 
matdjr into \asanta 9 enaa apartment This change of scene is avoided 1-1 
the Car Not r>nl> here but even m othir places where the Mrdih 
changes the scene th* Car does not Even in act I during the chase 
of the heroine by Sakata the Car shoves a ilumsmess bv introducing 
the scene between a verse by the nero and his mention of the offering 
later — the idea of the verse and the ofienng not at all being related 
as they are in the Mrchh. Similarly m act TV all those changes of 
scene where Madam hi meets Samlaka and where the Vidu^aka passes 
through many apartments axe entirely omitted in the Car 

In spite of the almost word to word resemblance^ the variations 
appear to be really more significant The more we analyse variation 
the more obvious it appears that only two facts govern all of them 
(1) the avoidance of all reference to the sub-plot and (2) the omission 
of all contests inv oKing a change of scene within the body of an art 
In another 1 place. I have analysed all the thirteen plays ascribed to 
Bhasa from the point of view of the proportion of anustabh verses to the 
total number of verse* in each play and suggested that those plays where 
th® proportion was very low formed a distinct group of themrelves ard 
also could be clearly distinguished from those in a different group. The 
Or is one where this proportion is low (17 amt&abh out of a total of 
55 verses) Here I earn. tha» suggestion further by saying that the 
plays belonging to the group containing the Car are of a different and 
an inferior author than that of the group containing Svapnavasavadatta 
and others. This suggestion of mine is supported by the comparison 
of the Car and the Mrchh a described above That comparison shows 
to us the possibility of the Car itself being a revised or a stage version 
of the Mrchh With the latter play before him the author of the Car 
freely u,ed tne names niyakah (for Carudatta) Gamka (for Vasantasena) 
Sajyalaka (Pkt for Samlaka) and so on But as he revi ed the Mrchh 
the author of the Car must have found two things he disliked one 
a successful revolt against a reigning Van? and the other the suffering 
of the hero and that too at the hands of the Kings brother in law 
Besides, there are scenes of apparent death of the herome of the death 
sentence and of the execution place and of Carudatta a wife attempting 
Safi As the Cep in act I\ of Car says the author of the revised! 
version did not We anv d^ath scene-. or associations with death he pre 1 
lerred an amjta anha rfi^aka. A Bhasa who could show Dury odhana die | 
on the stage would nev er put such a limitation on hi art 
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